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INTRODUCTION

The following chapters on the subject of negative

retouching and working up photographs in colours,

monochrome, etc., do not pretend in the least to make

either an artist or a retoucher of one who has no

experience of such work, but the writer is certain

that, if they are read carefully, and the instructions

followed intelligently, an amateur may become pos-

sessed, in a very short time, of a knowledge of those

rules which, in the ordinary course, would take years

of practice to acquire, and which go to make up the

sum of professional competency. In the present in-

stance they have been acquired in the very best

photographic establishments in England, and in the

finish of the finest specimens of photography in those

houses ; and, as this little book is written honestly,

they may be followed safely by the amateur or by

the professional who has not had the same advan-

tages for practice. But they are useless without in-

dustry. " Critics," as Byron says, " all are ready

made." Nothing is easier than to say a piece of

work is done badly, but in order to do anything

well, it is indispensable that we work until, by con-

stant struggling with a difficulty, we eventually over-

come it

B
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Many people imagine that it is bad policy for an

expert to write about the technical difficulties of his

profession, thinking that it must have a tendency to

cheapen the work. This is a great mistake, and ex-

perts who hold this opinion have generally forgotten

the difficulties they had to encounter in the beginning,

and they do not give themselves the trouble to think

about the matter much ; otherwise they would know

that any one who can do anything well must have

acquired that skill by perseverance, and that all who

would have the same amount must tread the same

path. If they do this they have a right to whatever

advantages may result from such energy and industry.

But my own opinion is that the more a subject

is ventilated and published, the more it tends to

popularise it, and, consequently, produces a greater

demand.

Now, in the first place, before attempting to learn

retouching, colouring, or finishing, I would advise be-

ginners to ascertain if they are physically suited to

such work. If your eyesight is not good, have

nothing whatever to do with it, either as a means of

making a living or as an amusement. If you have

taken it up as a means of earning a living, and it

injures your eyes, no success that you may meet with

will repay you for damaged sight. Discard it at once,

and try something else. I have seen retouchers who

have not been blessed with strong sight working most

indefatigably, never doing well, always suffering, and

always in hot water with their employers, passed easily

by the stronger, and becoming less capable year after

year. What the future of the worn-out artist or re-



INTRODUCTION

toucher is likely to be is a subject rather too painful

to think about.

After having concluded that you are suited for

such work, proceed to get the necessary implements

which are required for retouching.

These are : a desk, pencils, a bottle of retouching

medium (sold by Marion and Co.), a silk rag, a very sharp

penknife (one that will not only take a good edge, but

will keep it) for scraping the gelatine film, another for

sharpening your pencils ; a small piece of some hard

wood, such as an ebony penholder, sharpened to a

point, for removing spots of dirt that have been caught

up by the medium ; a piece of fine sandpaper for

finishing the point of your pencils, stumps, sable

brushes ; a few water-colours, such as burnt sienna,

Prussian blue ; and I would here remark emphati-

cally that it will be found cheapest to buy all your

materials of the very best.

The best desk is sold by Messrs. Marion and Co.,

Soho Square, which, besides being an elegant piece of

cabinet work, which an amateur may introduce into a

drawing-room without producing an unsightly effect,

also contains all the necessary desiderata for the work.

It is very compact and firm ; is quite large enough

for almost any studio work ; contains drawer fitted com-

plete with all necessary tools, medium, etc., movable

frame for adjusting the position of the negative, a

piece of ground glass, a piece of blue glass for ton-

ing down the colour of the light, reflector, etc. etc.

Above all, it has been designed by some one who was

sufficiently practical to know what are the needs of a

retoucher ; and the importance of commencing with a
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good desk cannot be overrated. With a bad one we

are always uncomfortable ; we are handicapped in

every movement ; we have to sit in an uncomfortable

and unsuitable position ; and, in short, take all possible

chances against success. Therefore, I say, get a good

desk to begin. I have used one of Marion's for a long

time, and speak from experience of its merits. The

best pencils are Faber's. The best colours Winsor and

Newton's.

And now let us suppose you are commencing

work. Choose a north light, as it is the least variable.

Sit squarely to your work, resting the left arm on the

table if you feel tired. Do not allow your desk to

come to the edge of the table ; have at least six or

seven inches space for your elbows, which space is also

useful for putting down a pencil, knife, etc. Use a

mahl-stick—not the ordinary artist's mahl, with a wash-

leather knob at the end, but a flat, thin piece of deal,

rather less than a quarter of an inch in thickness, two

inches in width, twelve or fourteen inches long, nar-

rower at one end so that you may hold it easily; let

it be rounded at the edges, so that it does not gall

your hand. Do not get into the habit of bending

almost double over your work, or holding your head in

the position of trying to squint through a keyhole ; sit

upright. Your health will be better, and your work

will be better also. You will not tire so easily, and

will, therefore, be able to concentrate the greatest

amount of energy on your work.

If you are dissatisfied with what you have done to

a negative, clean it off with turpentine, and commence

again, and do not repeat the same faults. Keep your
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hands clean. If you have got a little speck of dirt on

the negative, do not attempt to remove it with the

finger. Keep your hands from the face of the nega-

tive altogether, if possible. Cleanliness in your work

is indispensable.

To apply the medium, moisten the silk rag with

it, and rub it on ; do not use cotton wool, it is dirty

and leaves small pieces on the film, woven cotton is

too harsh and scratches it. Be careful not to put too

much on, rub it until it is nearly all rubbed off. Keep

your pencil with a long sharp point, use a more stumpy

one for strengthening lights on drapery ; and here I

may mention something to avoid. It often happens

that it is difficult to strengthen the lights on a figure

owing to the drapery being of soft material, but in the

room there are certain accessories, such as chairs, screens,

vases, books, etc., which catch the light ; and because

it is easy to do so some retouchers, notably Germans,

strengthen these lights wherever they can, so that the

figure appears lost in the midst of a heap of brilliant

accessories, just as some indifferent pianists, when they

are accompanying a solo, hammer away at their instru-

ment as if the accompaniment constituted the leading

motive of the music
;
you can hear the piano without

doubt, but where is the solo ? Do not let your zeal

for retouching carry you into this extreme ; within

proper limits retouching is a vast improvement to a

photograph, beyond this it is an obtrusive absurdity.

Most people interested in photography know how

to varnish a negative, but there can be no harm in

mentioning one or two facts in connection with that

process.
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If you pour the varnish directly on the face of a

portrait it will loosen the retouching somewhat and

wash a great deal of it off. If the negative is made too

hot it will dry too quickly and will be liney. If too

cold it will chill and dry cloudy
;

practice alone will

tell you the proper temperature. There is a medium

which prevents the touching from coming off in the var-

nishing, but it is greasy, and it is necessary to pour the

varnish full on the face, or on that part which is covered,

so that if there are two heads on one plate it is very in-

convenient, as it does not flow well if the plate is covered

entirely with medium. It is, however, suitable for plates

with one small head in the centre. If you have

used the penknife to scrape away part of the film, you

will find in touching up that part with the pencil that

you have scraped away the greenish coloured part, and

that what you put on with the pencil will appear to be

blue in comparison with the rest of the negative, and

will consequently allow the light to pass through more

readily. When it is varnished it will appear still more

transparent, so before varnishing you will do well to

touch those parts with a thin wash of colour, burnt

sienna, in order to restore them to their proper density

and actinic value.



TEXTURE AND HANDLING

In retouching negatives of portraits one of the first con-

siderations on the part of amateurs and beginners is to

attain texture, and in so doing they waste valuable time

and energy on a subject that really does not demand that

expenditure. The cause of this mistake is the same

that produces many others on the part of the tyro ; he

endeavours to get a good result without having any

very definite idea, in the first place, what that result

should be, and thinks that if he produces a nice stipple

he has retouched the face, forgetting in the first place

why it is desirable it should be there at all, and in the

second place what it should represent.

I have already stated what should be the position

in which to sit, and the beginner should endeavour to

keep to those directions as experience proves that the

best work is always that which is done with a proper

consideration of the needs of the body. I have seen

instructions to retouchers in which they are advised to

work with a succession of marks resembling commas,

dots, in fact, with tails to them ; others say try and work

in small circles, in straight lines, in cross hatching, in

dots alone, and in a dozen other methods. Such advice

may be given with perfect honesty, and the person

giving it may be able to produce a good effect with his
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own method, but in my opinion they only serve to con-

fuse and retard the progress of the beginner. It is

impossible for any one person to work in precisely the

same way as another, and it is unwise to attempt to

follow exactly the movements of another hand which is

different from our own. The best plan is to consider

first what are the parts to be strengthened, what to be

removed ; make sure that that is done with a certain

degree of finish, and we shall find that the texture will,

in a measure, take care of itself. For instance, suppose

we have the face of an old gentleman to retouch, rugged,

liney, and strongly marked. Common sense will tell us

that if we work at it until it is as smooth as a child's

it will be untrue to nature ; and again, if we take a

negative of a handsome young lady and retouch it so

that the skin looks like that of an old gentleman, we

should most likely find the proof thrown on our hands.

A certain amount of discrimination must be used, and

no hard and fast rule will apply equally in all cases.

Observe what is the character of the surface to be

improved upon, and endeavour to produce the same

effect. Some faces are patchy but soft, especially

ladies'. Do away with the patchiness, but leave it

smooth and soft. Children's faces may all be made

smooth. Some are freckled to a great extent, these it

is always well to remove ; no one ever asserted that

freckles constituted beauty.

In the faces of young ladies or gentlemen there

should be no deep lines or wrinkles. There will of

course be strong markings, especially in the male sub-

ject, which it is sometimes desirable to leave. It is

in faces of ladies of middle age that there is the greatest
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need of discrimination and tact. If you do not make

them youthful enough you may offend, and if you

do make them youthful you may offend ; but in

dealing with photographs commercially, it is perhaps

advisable to err (if at all) in the direction of youth.

With negatives of elderly people, consider first

which parts you will remove so as to leave sufficient

indication of age, and reduce the rough and wrinkled

appearance of the skin very slightly. A photograph

is not a microscopic study of anatomy, therefore do

not attempt to reproduce every pore of the skin as

some retouchers do. If you were going to paint a

portrait you would not take a fine brush and draw in

separately every hair on the head, but you would re-

present the masses of hair as masses. The same rule

applies with equal force to the texture of the skin. An
artist tries to represent as much as possible with one

touch of the brush. Let the photograph rely for its

beauty upon the excellence of the operating—the pose,

the lighting, the general composition of the picture
;

and remember that retouching is only an assistance,

that the photograph is just as good a photograph

without it.

When you commence a head strengthen the lights

if they need it, do not put a lot of black marks wherever

you see a little density in the negative ; lights that are

very strongly marked you may leave alone even if you

think it well to strengthen them in finishing, remember

that all lights have a distinct shape. Then fill in all

the very decided spots or freckles, next proceed to fill

in whatever shadows or dark markings you intend to

remove, and bear in mind that there can be only one
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part of a head which is most directly exposed to the

Hght ; that part will have the highest light on it, be

careful to make all other lights subservient to this

one. There is also one shadow which is deeper

than the others ; do not, therefore, fill in all shadows

so that they are equal in depth, as that will produce

flatness.

When you have done this you will see that the

negative looks patchy. Fill in the largest patches

with any movement of the pencil you find most con-

venient (bearing in mind that if you do not work with

dots you will make lines ; and although, as I have said,

it is impossible to lay down a system as infallible and

the only one, yet it may be of service to some to know

of a method which has been attended with complete

success. In my own personal experience, I find using

lines to be the only possible method by which to attain

speed and excellence. Dotting is a weak and puny

process, slow and ineffective. Therefore I would

advise : let your touch always have the character of

lines as in the illustrations, and that these lines should

go across the surface you are smoothing up. We have

all seen the thin stripe down the side of a soldier's

trouser leg ; it carries the eye with it, and makes the

leg look longer. A hussar's jacket has bright yellow

lines across the chest ; they cause the chest to look

broader : so that whichever way your lines incline they

will lead the eye in that direction, and, if properly

placed, will give breadth). This will still leave it

patchy ; do the same again on a more minute scale,

and again if you think it necessary. If the head is

large you will find you have now a tolerably even sur-
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face, but it is not finished, because the modelling will

be defective. You may now varnish it first, making

sure that you have filled in the parts you wish to re-

move as much as the film will take ; that is, of course,

assuming there are parts that you cannot remove

entirely on the one film. You will find that the

varnish will remove some of your work, so that all

you put on the gelatine film should be done firmly

and with decision ; but if you rub the pencil on any

one part too much, it will become glassy and smooth
;

you will practically rub away the medium, and that

part will come off entirely in the varnishing. A
very little practice will tell you how much the

film will take. Do not try to put more on, as it

will only be attended with failure, and will make extra

work.

When it is varnished allow it time to cool and

become hard ; cover it again with medium, and be

very careful to put the medium on smoothly, so

that it does not pick up the dirt when the negative is

in use. And now proceed to finish the modelling
;

deal with as large surfaces as possible in order to con-

nect the patches, and let your touch at this stage of

the work be of a scumbling character, loose and easy,

the lines following no special direction, but of a

circular character. Do not pay too much attention

to any one part at a time ; and at this point I may
mention a peculiarity of retouching. If the negative

seems nearly finished, but you do not get quite so

good an effect as you could wish, turn it on its side,

and you will see faint lines of light crossing the face,

parallel with the line of the mouth. Remove these,
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treating them as lines, and then set the negative up in

its original position, and you will most likely find you

have got over the difficulty.

The reason for strengthening the lights first will

become apparent here. If you had not done so the

majority of them would have lost their distinctive

shape on account of the work around them. Of
course I am in this case describing the work to

be done to a good-sized head—say a large cabinet

vignette. When you are satisfied with the modelling,

you will find that, if you have been careful and clean

in your work, you will have acquired a satisfactory

texture. A great deal depends on the purpose the

negative is applied to. If an amateur photographer

is retouching his own work, he has no one but him-

self to please ; if a professional photographer is re-

touching for a customer, he must use his own taste

and discretion ; and if a retoucher is working for a

photographer, he will probably find that his employer

will decide for him the extent to which he wants

heads worked up. But whatever the ultimate use of

the negative may be, I can say with decision do not

try first to acquire texture, as it will retard your pro-

gress. Aim rather at improving the modelling with-

out interfering with the likeness. The worst fault

an untouched negative has is it is somewhat patchy,

owing to the fact that all colours have not the same

actinic value. A yellowish mark on the face will come

out darker on the print ; the same with red or any

colour approaching red or yellow. The bluish grays

photograph lighter than they appear on the face, and

although we may not see them in looking at a per-
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son's face, yet they exist, and the camera reveals them

in their exact proportion.

This defect can only be remedied by retouching,

and although many shallow critics assert that a photo-

graph is better untouched, yet the act of retouching is

logically artistic and necessary. How many of us can

remember, without reference to the original, the exact

shape of any special feature of our most intimate

friend ? Very few, or we could draw their portraits

from memory. We can all draw a square box, a jug,

vase, chair, table, globe, or any common object about

the shape of which we are certain, but we cannot

draw a portrait from memory, simply because we do

not remember the exact details of the face. Still less

do we remember such minutiae as freckles, spots, or

small lines. We recognise and remember our friends

by a much more superficial comparison ; and a photo-

graph, to be a likeness of a person, need not be an

anatomical diagram of the subject. It is sufficient

if it gives us such fidelity as we are likely to notice

and remember in our everyday acquaintance with

people.

Those who condemn retouching, however, have

reason on their side. It is dreadful to see some

retouching that is done. You may see faces one

mass of white spots ; others are covered with little

dark rings, with white spots in the centre ; others

are coarse, with a decided grain. I have seen some

retouchers take a batch of negatives, old and young,

children and adults, men and women, and treat them

all alike, and they all print with one texture of the

skin, and that is coarse and spotty. This must be
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wrong, because all are really different in nature. A
sculptor does not, when he has carved a head, take

a tool and chip the whole surface over in order to

reproduce the pores of the skin ; and if the spots

you see on some photographic heads are not intended

for the pores, what are they intended for? Re-

touchers of such extreme conscientiousness do more

harm than good, and bring discredit on what would

otherwise be considered beautiful.
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The most important consideration in retouching

negatives of portraits is the modelling of the features,

the success of which depends, in a very great measure,

on the general experience possessed by the retoucher,

as well as his knowledge of what is or is not artistic.

We will begin with the most common pose of the head,

and • the one which is the best suited to bring out

all the characteristics of the face—that is, the three-

quarter view, lighted so as to throw the side which

is turned away from us into shadow. We shall have

a strong light on the brow and temple nearest to

us, a line of light down the nearest side of the nose,

lights on the upper lip and chin. These are the

keys to the modelling of the whole face, and on the

maintenance of a proper gradation of these lights

with the shadows depends the success of the whole

work.

Commence by strengthening the lights if they need

it, and in doing so remember that the light on the

temples down to the outside corner of the eyebrow will

be divided, owing to the fact that there is a depression

in the bone at this part ; therefore do not make a

general mass of light on all one side of the forehead.

Of course this rule is subject to alteration, because.
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in exceptional cases, we find people with the frontal

bone so developed as to show little or no indication

of this depression ; but generally it is marked, and

when it is, it should be observed by the retoucher,

as it has a very great influence on the likeness.

Having strengthened the lights on the forehead, do

the same to those down the nose ; and here, again^

great care is necessary. It should be remembered

that the bone only extends halfway down the length

of the nose ; then comes the cartilaginous part,,

ending in the nostrils ; consequently in this lighting

we shall find there is a break in the line of light

just where we find the bone terminate. There is

also a tendency for the nose to become thinner and

narrower just here, owing to the fact that the car-

tilage commences in the centre of the bone. This

will cause the light to incline towards the centre.

Then, in the space between the termination of the

bone and the extreme tip, we find the light becomes

spread and diffused, losing, in a great measure, its

distinctive shape. Then there is a strongly-marked

point of light on the tip ; and bear in mind that it

is the position of this point of light that decides, more

than anything else, the length of the nose. In people

with thick, stubby noses it will be high up ; do not,

therefore, in strengthening it, make it any higher, as

that will produce caricature, and of a very uncom-

plimentary order. People with retrousse noses will

have only one prominent point of light on them, and

that will be on the tip. If you think it is desirable

this may be lowered, or the light on the bridge

strengthened.
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It is well to remember that the space between the

line of light down the nose, and the edge against the

shaded side of the cheek, decides the width of the nose.

It sometimes happens that defective lighting will

make the tip of the nose appear too wide and thick
;

this may be remedied by bringing the point of light

nearer to the shaded side of the face.

Classical heads had the nose the same width all the

way from where it joined the eyebrows to the tip ; of

course with exceptions, the " Fighting Gladiator " for

example ; and I may here remark in passing that any

one wishing to become a good retoucher would do well

to get a good plaster of paris mask, Juno, Venus,

Diana, etc.—they may be bought for three and sixpence

at Bruciani's, near Covent Garden—and by putting it in

a variety of conventional lights, such as are used in

first-class photography, observe how the lights appear,

and endeavour to apply the result of these observations

to retouching, first painting it a light terra-cotta, as on

the pure white plaster the shape of the lights is not so

easily distinguished. To colour it, first rub it with a

rag dipped in a little boiled linseed oil, and then when

this is dry Venetian Red, mixed with boiled linseed oil,

and a little turpentine may be put on with a brush, and

it will be ready for use in two or three days.

In touching the lip on the negative do not add

light close up to the red part so as to make a hard line

at the edge
;
you will observe that the red of the lip

begins gradually.

Just below the under lip in the centre there is very

often a little irregularity, which causes the shadow of

the lip to be somewhat broken in shape. It is the

c
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practice of many retouchers to make all the rest of the

face smooth, with a few trifling exceptions, and leave

this shadow its original shape. The intention is to

preserve the character of the face, but, as Bret Harte

makes " Truthful James " say, " the end does not justify

the proceedings," it is of the highest importance to

preserve the character of the face ; but it should be

done with system, and it is wrong to give a face a

youthful character in one place and an aged one in

another.

On the lighted side of the face there will be a small

shadow at the corner of the mouth ; the retoucher

must use his own discrimination in deciding how much

of this to remove ; but it is certain that in portraits of

children and ladies any downward tendency of this

shadow may be softened, if not entirely removed, as it

gives a grimness and severity to a face which is very

seldom admired.

The position and shape of the lips, together with

the character of the chin, will be sufficient to give all

the strength and decision that is necessary in an expres-

sion, and a downward line at the corners of the mouth

always accompanies age, so that it is just as well to

remove it—perhaps not entirely ; leave sufficient to

finish the mouth. Wilkie Collins makes one of his

characters, a fretful aesthete, complain that servant girls'

eyes always appear unfinished at the corners. Do not

give mouths this character by entirely removing all

shadow from around them.

In the case of heads lighted like the one we are

considering, the highest point of light on the cheeks

will be on that prominent bone just below the outside
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corner of the eyebrow. Do not extend this light

towards the nose so that it removes all shadow from

below the eyes ; leave sujfificient to balance that between

the eye and eyebrow ; and in modelling the jaw there is

a tendency to add so much light that the cheek joins

the neck with no distinction between the two. This is

bad. Some people's necks are certainly as wide as

their faces, but folks do not all wish in their photo-

graphs to look like athletes.

In cases where the chin is weak, it is legitimate to

add light, so as to bring it forward, and also to widen it

slightly, but, of course, not so much that it shall be

evident it has been done.

One of the gravest faults in commencing retouching

is to extend the work so far to the sides of the face as

to remove all the delicate shadows at the edges ; on

the forehead, for instance, of the head we have been

considering the highest point of light is on that temple

nearest to us, and the farther away we get from that

light the deeper becomes the shadow. Do not, there-

fore, work too deeply into the edges of the face, as one

great object in retouching is to attain roundness, which

object will inevitably be defeated by destroying these

shadows.

We will now reverse the lighting, and imagine the

head to be almost full face in pose, but turned slightly

from us, with the eyes looking direct into the lens of

the camera, and lighter on the side which is turned

from us. This is a very good pose and lighting. We
get one side of the face in strong light, the other in

half light and shade ; the lighted side of the nose being

turned from us, we do not see. The other side is in
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shadow. The light comes round to the shaded side of

the face somewhat and catches the cheeks, Hghting up

that part directly under the eye, and the rest of the

face is thrown into deep shadow. The forehead is in

partial light and shade, admitting of any amount of

alteration ; and if there is no moustache, there is a

well-defined shadow thrown by the nose on the upper

lip. The neck is nearly all in shadow. In this light

it is necessary to use a reflector a good deal, so that we
have a reflected light on the shaded cheek, and, in fact,

on all the shaded side, otherwise it would be too black
;

and in this case, instead of a shadow indicating the

prominence of the jaw, it is a light, on the one side the

principal and on the other that thrown by the reflector.

The strictest observance of the value of these reflected

lights is indispensable ; if they are unduly strength-

ened, it necessitates much more light being added to

the shadows, so that we get flatness.

This light is specially adapted to male heads, because

it marks the width of the forehead so well, and gives an

intellectuality to the subject.

If the face is deeply lined under the eyes, we may

remove a great deal, as it will be assumed that the

light falling on those parts has taken the deep markings

out.

My principal reason for drawing attention to this

particular lighting is that the retoucher may not fall

into the very common error of strengthening the light

on the wrong side of the nose. It appears at a first

glance that the strongest light on the front of the nose

must be towards that side of the face not in shadow

;

now, if the face is nearly full, this will be the case, but
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the more it gets turned to the three-quarter view, the

hght remaining in the same position, so the strongest

high light on the front of the nose will change its posi-

tion—will take first the centre and then the head—being

nearly three-quarters turned, the light will be strongest

nearest to that side of the nose which is in shadow;

close to the edge of the shadow will be found the line

of high light. The same law will affect the forehead,

and the retoucher should be particularly careful how he

strengthens light in this pose and lighting.

It is, perhaps, well to soften the shadow thrown by

the nose on the upper lip, maintaining as much as

possible its outline, as that always gives transparency

to a shadow. Of course if there is a moustache this

will not be necessary, as it will be lost amongst the

hair ; and in retouching the neck it will not be neces-

sary to pay much attention to the modelling beyond

the fact of preserving the integrity of the reflected

light.

We will now consider a profile head with the body

turned full towards us, and lighted in the style of

Rembrandt. We will say that the cheek turned towards

us is in shadow, with just a little direct light catch-

ing the cheek-bone, a patch of light on the forehead, a

sharp line of light down the nose, a little on the lips

and chin, and the merest spot on the neck just below

the chin.

In retouching a head of this kind (let us assume it

to be a lady's), pay great attention to the patch of light

on the cheek, being careful not to bring it down below

the mouth, or to add any to it in the neighbourhood of the

mouth. As the light only catches the prominent parts,
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SO if it falls on the cheek-bone and cheek and not so

strongly on the sides of the mouth, the assumption is

that the face is oval, and not wide or jowly about the

mouth ; therefore work away from that part.

The reflector will have to be used again on a head

like this. There will be a broad reflected light on the

neck, also on the lower jaw, which will be distinguished

from the neck by a very delicate shadow. This shadow

may be softened as it comes under the chin, but, of

course, it must be preserved in its proper shape. A
good operator will not use his reflector, so as to make

the reflected light too strong ; if it is weak it gives a

little more opportunity for the retoucher to improve the

shape of the jaw should it be necessary.

The light on the cheek-bone must be softened into

the shadow very carefully, so as to preserve the original

curve it makes ; also be careful not to make the light

on the nose and forehead too wide.

It is sometimes desirable to add a little light to the

hair, which is in shadow in heads of this description, as

it is apt to come out rather black in the print, especially

if the subject is dark.

This lighting will bring out the division between

the muscles on the neck very strongly at the point of

their insertion. This may be subdued by filling in the

shadow we shall find there. If the subject is in even-

ing dress, cut low in the neck, the collar-bone on that

side which is most in shadow will be very strongly

marked, catching the light on the bone itself, and the

depression above it will be very black : fill in the

hollow, so as to bring it up to the level of the bone. If

you have sufficient skill, you may first scrape the light





Wi>



MODELLING 23

down a little with a sharp knife, and then blend the

two nicely together with the pencil.

The ear will have a very dark patch in the inner

circle ; this may be lightened slightly. There may

possibly be a reflected light under the chin thrown up

from the dress ; there will be if the dress is of light

material. Do not add to this, as it will give hardness

to the face, besides tending to flatten it.

We will now consider a head nearly in profile, but

lighted from the other side, the light falling direct on

the cheek-bone turned towards the camera, and the

body we will say almost full.

The principal danger here is in making the light

on the cheek run into the neck, so that the delicate

shadow between the two is entirely taken out. If this

is done the picture is ruined. This lighting will bring

out the shadow at the side of the nostrils, and extend-

ing down to the corner of the mouth, very strongly, too

much so in most cases ; this must be filled up especially

when the sitter is a lady and young.

Heads which are turned full face towards us, and

lighted from above with the light falling full on the

forehead, are the most difficult to manage of all simple

lightings, as they give such violent contrasts. The

forehead is white and square, the nose has a patch of

light down the front. The space under the eyebrows

is very dark, so much so as to almost conceal the eyes.

The upper lip will have a broad patch of light on it.

The red of the upper lip will be very black, the lower

will be very white. All that can be done to improve

is to lighten the hollows of the eyes, which in an elderly

face will be very dark—in fact, lighten all the shadows.
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except those at the sides of the face—these must be

left to balance the others, unless, of course, they are too

black. It is only usual to adopt this light when no

other can be obtained, as, for instance, an invalid who

cannot be moved about much, and when the operator

must take just what he can get. Care must be taken

not to add light to the parts already in strong light,

especially just above the mouth.

There is one pose and lighting which, if executed

well, is very beautiful, and that is the head and body

turned full to the camera, and the light falling on the

back of the sitter. The reflector has to be brought

into use here very much, the face will be in a very

delicate half-tone, with the eyes, nose, and mouth

marked as in a pencil outline drawing. One side of

the face will be lighter than the other. On the opposite

side, that is to say, the darkest, there will be a strongly-

defined shadow on the side of the nose. This lighting

is only permissible in youthful and beautiful faces, as,

if it was used in the case of elderly subjects, all the

lines and wrinkles would appear very strongly marked
;

therefore we will assume that the subject is a young

lady. By means of the reflector the operator is able to

give any value he may please to any special feature,

and as he leaves it so it must remain ; in point of fact,

unless a rough, untouched proof is taken first, when it

will be seen better how much to do in the retouching,

but without this we may do a little. The light will

fall from a point which is comparatively low down,

very little higher than the level of the top of the head
;

therefore wherever the shadow of the head may fall, it

will not fall on any part of the sitter, so that if the



-f-^i





MODELLING 25

subject is in low-necked evening dress, the chest will

be in very delicate half-tone, with the light coming

round from over the shoulders. The neck will be

shaded like a pillar, darkest on the opposite side to

the light that is in front. If there is any marking of the

muscles here they may be entirely removed. There

should be no light added to the nose or to any pro-

minent part of the face, as it is almost certain to be

wrong. The whites of the eyes may be cleared up if

they appear to need it. The forehead may be made

level, as any slight modulation would not appear

;

and if there is any softness from being out of focus

at the edges of the hair, leave it so. On the lower

jaw there will be reflected light from the shoulders
;

do not add to this, as it will flatten and harden the

picture.

The red of the lips will be very strongly marked,

and if it is thought desirable to make any improvement

in their shape, it can be done without being detected :

faces lighted in this manner lose a great deal of their

natural characteristics, so that if any alteration is made

it is not so easily noticed as in an ordinary conventional

lighting.



THE MOUTH

In retouching the mouth in ordinary portrait negatives

it is sometimes only necessary to make a very slight

alteration, such as merely filling in the cracks of the

lower lip and softening the line at the corners. In

cases such as these of course it is soon done, but in

others a great deal more is required, as, for instance, the

heads of professional ladies intended for publication,

actresses, musicians, etc., it is nearly always advisable

to make some improvement if possible.

The most beautiful mouth is generally understood

to be of the Greek type, the lines of which follow the

shape of the cupid's bow. Of course it is not always

possible, or even desirable, to give a mouth this charac-

ter, but if any alteration is made it is found to be best

if it has a tendency in this direction.

Mouths which have the corners drawn down will

have a sour or severe expression, those which curve

upwards at the corners will necessarily be the reverse.

In order to see the extent of the influence the curve

of the mouth has on the expression, draw on a scrap

of paper a couple of small circles to represent the out-

lines of two faces, put two dots for eyes, a perpendicular

line for a nose, and then put a curve like a half moon

for a mouth ; in the one let the horns of the crescent
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curve upwards, in the other downwards, and the result

will be you will have a suggestion of two faces with

totally different expressions : bear this in mind in all

character portraits.

One fact to be observed particularly in retouching

mouths is, that no matter how the negative may be

lighted, there is very seldom a marked black line be-

tween the lips. There is darkness certainly, but if the

head is lighted from any point above the level of the

mouth, you will observe there are three depths of tone

on the lips. The lower will have the strongest light

in the red part. The red of the upper will be some

shades darker, but the upper lip will throw a shadow

on the lower, and this shadow will be the darkest of

all. On large heads this will be more readily apparent

than on small, but however small the head, the distinc-

tion between the shades is just the same ; and if we

know where to expect a shadow, and recognise it for

what it is, we are not so likely to spoil our work as if

we knew nothing about it. There will also be a small

sharp bit of light on the red of the lower lip, which has

a great influence on the shape and size of the mouth,

according to its distance from the centre ; it marks the

fullest part of the lower lip, and if you change its posi-

tion, proceed very carefully.

It ver}7 seldom happens that a head is lighted from

the level of the mouth, but it may occur in pictures

taken at home, where an ordinary drawing-room window

is the source of light ; in that case there may be some-

what of a line between the lips, but that line can only

happen in such cases, or in those in which the head

is turned with the face full towards the camera, and
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lighted full on the back of the head, the whole of the

face in reflected light ; and, as I have before said, the

opportunities for changing the shape of the mouth

are greatest in that lighting, but it is not often used
;

unfortunately it is not suitable for the average sitter.

If the teeth show on account of the lips being parted,

do not add light to them ; but if it is practicable, take

a little off with the knife.



THE EYE

We now come to the eyes, the retouching of which

demands a very great deal of care. It is the mistake

of many retouchers to what they call " sharpen up the

eyes," and the way this " sharpening up " is effected is

by retouching, that is to say, adding light to the white

of the eyes, and leaving a clean hard line round the

outer edge of the iris. Sometimes the pupil is darkened

by having tiny holes pricked in the film of the negative

with the point of a needle, the result being that the

pupil of the eye becomes darker and the white part

lighter. I have even seen this carried to such an

extent that the slight humidity which is often seen at

the lower part of an elderly eye, and which catches the

light, and becomes thus white, has been completely

taken out by the surrounding parts having been raised

to its level ; this must be absurd, and the practice of

indiscriminately adding light cannot be too strongly

deprecated.

Any one who has any experience in drawing

portraits, either with the pencil or brush, knows how

important it is to exercise care in the treatment of the

eyes. Probably no part of a face, unless it be the

mouth, has so much influence on the expression as the

e3^es ; and I would strongly advise all who are begin-
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ning to learn retouching to leave the eyes until they

have seen a proof, when they will be better able to

judge the extent to which any alteration they meditate

may be carried. It is very often the custom to touch

out the shadow under the eye, and leaving small dark

marks sticking out from the lower lid like the teeth

of a garden -rake, all alike, each one very stiff and

straight and formal—these are supposed to represent

eyelashes.

Now a very little observation will show any one

that the hairs of the lower eyelash do not stand out

like this, singly and formal, but are nearly always

inclined to mass together, no two masses of which

are alike ; and in leaving suggestions of eyelashes

endeavour as much as possible to maintain this

character, which if well done will give an exceedingly

natural effect.

The shadow of the lower lid may in youthful faces

be very much softened ; in people past the prime of

life we must proceed more carefully. In youth take

out as much as you can without injuring the character

;

in elderly faces less must be removed.

If there are a number of reflected lights on the

pupil or iris, reduce the minor ones and leave the most

important one ; but this must only be done, as before

said, after a proof has been seen.

If the eyes look sleepy, raising the curve of the

upper lid—that is to say, making it more arched—will

give brightness to the expression.

When people smile or laugh the lower eyelid is

raised ; lowering this will of course give a more serious

expression. In faces the expression of which is very
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calm, the curve of the lower eyelid is always very low,

and naturally the reverse of this may be said of faces

the expression of which is bright and lively. It is by

the knowledge of such facts that the retoucher who

wishes to make any material alteration to a face is

enabled to avoid augmenting that character, which he

would wish to see subdued.

In retouching the upper eyelid care must be taken

that it be not lightened immoderately, as that takes

the attention from the eyes themselves. The eyebrow

never has its two sides parallel, therefore in adding

light round them we must endeavour to leave them

their original shape. Eyebrows which are raised in the

centre of the curve give blandness to the expression.

When we frown the eyebrows are drawn together

in the centre, so that if we wish to remove a frown we can

do it better by widening the space between the eye-

brows than by merely removing the wrinkle which is

caused by their contraction.

In frowning the eyebrows are also lowered, which

throws an unusual amount of shadow over the space

between the eyebrow and eyelid, so that if we wish to

increase the amiability of an expression, we can do so

by adding light to this part.



THE NECK, BUST, AND ARMS

In retouching the neck, bust, and arms, the necessity

for attending strictly to the rule by which we deter-

mine the direction the lines of retouching should take

,

becomes very marked, for on such large surfaces as we

should find on a portrait of a lady in a low-cut evening

dress it is not profitable to spend much time, there-

fore we should endeavour to adopt a method of

handling the pencil which should get over the ground

as quickly as possible, and yet print with the desired

effect.

To attain this we should work in a broad and open

style, using the pencil freely and easily, so that if it

should happen that any indication of our lines should

print, it would not matter if they have the right direction,

and this direction should be parallel with the lower

line of the jaw, that is, across the neck and never up

and down ; when we have reached the bust we may

change the direction slightly.

Very few ladies like to show a bony or scraggy

neck, therefore all muscles, such as the large one pro-

ceeding from the back of the ear to the collar-bone,

which is used for turning the head from side to side,

should be removed, at least as far as its perpendicular

character is concerned, leaving, however, an indication
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of its insertion in the breast -bone, which indication

marks the limit of the length of the neck.

In profile heads with Rembrandtesque lighting, if

the light falls directly on the front of the face, the

shadow on the neck will be very fiat, owing to a re-

flector having been used ; do not therefore attempt too

much modelling on a neck so lighted, as it will have no

value.

On the necks of some ladies a slight crease appears

on the skin running round the front and sides of the

neck ; it is occasionally desirable to leave this, re-

ducing it only as far as any blackness in the line is

concerned. The taste of the retoucher can be the only

authority to decide when to subdue it and when to

remove it entirely.

When we proceed to touch the bust we may change

the direction of our lines, and instead of making them

follow the curve of the jaw, they may make an angle

of 45° with the perpendicular of the body, but almost

any direction is allowable except perpendicular which

can only be used in touching the nose.

If the subject is of full habit, the shadow between

the breasts will most likely be very dark ; this should

be lightened and no hard line allowed. The result

will be the whole of the chest will be brought forward,

which is preferable to the breasts being too prominently

displayed.

In negatives of ladies who are very thin the

divisions in the breast -bone will appear ; these should

be taken out.

In retouching arms we have very great variety in

the texture of the skin, but one style of handhng will

D
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be found sufficient Let your touch be of a scumbling

character, taking any direction except parallel with the

length of the arm ; do not let it be at right angles

directly across its width, and having once decided on

the direction, keep to it from the shoulder-strap down

to the bracelet, if there is one, and to the wrist if there

is not.

If the arm is hanging down, the veins of the hand

become more prominent than is desirable ; these may
be nearly, if not quite removed. On no account should

the marking in front of the elbow be taken out, as that

produces a wooden effect.
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HAIR

It is sometimes necessary to retouch hair, as, for in-

stance, when the sitter has moved during the exposure,

or where the negative is sHghtly out of focus.

If the head be turned three-quarters, and the eye

which is nearest to us be directly in focus, it very often

happens that the other eye is out of focus, and con-

sequently everything which is in the same plane as

that eye will also be out. If the subject has long hair

hanging down at the sides of the face, whenever it is

in the same plane as the farthest eye it will be out of

focus, and it is necessary to sharpen it.

Those who retouch badly generally proceed in

sharpening hair to make lines running in the direction

of the growth of the hair, so that when they have

finished the hair looks very much like bunches of

candles and very little like hair. To avoid this and

similar mistakes get a good photograph of some one

with curly hair, or examine a good oil painting or first-

rate steel engraving, and you will see that the lights on

the hair do not follow necessarily the direction of its

growth, but really run at right angles with it. This is

so markedly in curly or wavy hair. Let the handling

of your pencil be certainly in the direction of the

growth of the hair, but the mass of light which you
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strengthen will most likely run across it. This will

give brilliancy to the hair, whereas long lights in the

opposite direction will have the effect of making the

hair look gray.

On men's heads, when the hair is cut short, there

will be a mass of light which will follow the shape of

the head, and as no part of the head contains a straight

line, in strengthening this light be careful to maintain

the curve which it takes, and you will thus retain the

proper shape of the head.

Of course the light across a curl of hair will not be

a straight line, or even a line at all, but will be a zigzag

patch. Remember that long lights on hair make the

hair look white or gray. Get a photograph of an old

man, and you will see that the lights on the hair, if it

should happen to be gray, are really no whiter than the

high lights on black, shiny hair. The main difference

is they are longer, and of course the shadows are lighter

in comparison.

Red hair will photograph black. If you object to

it you may make the lights longer, or you may put a

little colour on the negative with a brush, so as to

lighten the hair generally. Some photographers put

powder on the hair of these sitters, especially on the

shaded side of the head, when taking a picture with a

Rembrandtesque lighting, which is a great assistance in

bringing up the detail, which would otherwise be lost

in the shadow, but it has a tendency to photograph

spotty.

In cases where you have a flat surface of hair in

shadow which is too black, do not try to lighten every

individual hair in this part, but add a few lights, soft
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but firm, to indicate the masses, and then add a general

wash of water-colour on either side of the negative.

When the hair is long and lank, hanging down as

children wear it, the lights will naturally be longer than

on crisp and curly hair, but they will take up a very

small proportion of the surface ; the majority will be in

half-tone and shadow.



THE DRESS

The dress of ladies occasionally needs a great deal of

retouching, and as there are so many different materials

used in their manufacture, so each must have a different

character of touch.

We will begin with a lady who has been photo-

graphed in the costume of presentation at court ; she

will have ostrich plumes in her hair and perhaps on her

dress, which will be of light -coloured material, most

likely white—always white on a first presentation.

The number of plumes is decided by her condition
;

being three if married, two if unmarried. She will also

wear a tulle fall, and will probably carry a bouquet

Now if this lady's complexion and hair are dark, and

if, as very often happens, she be photographed in the

afternoon after the presentation, the light will possibly

be weak, the negative will very likely be defective.

The operator will expose for the hair and face, and if

they are fully exposed the dress, etc., will most likely

be exposed too much. The feathers will be patches of

white, and a very great deal of the detail of the dress

will be lost owing to the over-exposure, or if the dress

is satisfactory, the face will very likely be under-ex-

posed.

The edges of the tulle, or wherever folds occur in



THE DRESS 39

it, will have to be strengthened with strong lines of

light. The feathers will want touching, so as to leave a

division down the centre of each if possible ; and bear

in mind that all materials which print white will want

firm touching, as weak, thin lines will have no percep-

tible effect. Silk will most likely be the material of

which the dress is made, and in the train it will be on

the floor in masses with sharp, hard lights (the regula-

tion length of a court train is three yards, but they are

generally four). These lights must be strengthened

with decision. If the train is brought round to the

front of the figure in a curve, be careful only to

strengthen those lights which will assist the idea of its

arrangement. Only one side of the body can be in

the strongest light, therefore do not strengthen both

sides equally. I have seen negatives where the head

has been lighted on one side, and the lights on the

body strengthened equally all over, so that it appeared

to have no connection whatever with the head. This

is a grave mistake, which should only need to be hinted

at to be avoided.

Thick soft dress materials will have round folds

in them with soft, broad lights, so be careful not to

make the lights sharp and hard, as, if that is done, it

is seen at a glance to be artificial, and looks very

unsightly.

Velvet has very characteristic lights and shades.

The half-tone predominates, as indeed in all com-

binations of light and shade ; and the lights, which are

what the retoucher has most concern with, are narrow

and well pronounced, but not sharp, and never white

unless the velvet is white or lieht blue.



40 RETOUCHING

Plush will have light somewhat similar to velvet,

but broken up irregularly. Satin will be of the same

character as silk, but more pronounced in the lights.

When retouching lace collars, etc., in small heads

try and do it quickly ; notice the shape of the lights,

which will vary with every different pattern, and en-

deavour to impart to your hand a movement corre-

sponding with their shape and direction. Work rapidly,

as far as your experience and practice will permit, and

work with decision, being sure in the first place that

your hand is sufficiently under control before touching

the film. If this is done well it will give crispness to

the look of the material.

In retouching flowered patterns on lace do not try

to follow every thread and simply make them whiter,

but decide which is the part that is most important,

and touch that and that only. A very little examina-

tion of first class works of art in museums and picture

galleries will show you that in painting lace only the

parts that are in prominent light are emphasised, all

the rest is treated very broadly. There is a picture in

the South Kensington Museum by George Morland.

It represents the interior of a stable. On the ground

is a heap of straw, which is surely as thready a subject

for painting as one could desire, and a most striking

and graphic effect is produced with a very few strokes

of the brush ; but every one of those strokes means

something. It appears to be done in three paintings,

first, the general local colour of the spaces between the

straws, next, a few straws which may be accepted as the

top ones of the heap, and lastly, a few sharp touches of

light on these or on some of the most prominent ends.
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Now lace should be handled in the same manner,

feathers the same, and plumes on military head-dresses,

the same rule applies to all ; and the conscientious

retoucher who wishes to become first class at his work

should observe how the pictures by great artists are

handled, and be sure that the same rules of art which

are used in the execution of a great picture by a great

master apply with equal force to so humble a piece of

work as retouching a photographic negative. If they

are applied with discretion, they are an invaluable help
;

if without, no matter how honest and painstaking the

retoucher may be, the negative is better left alone.



FOLIAGE AND GRASS

Photographing landscapes would be a much easier

task than it is if there was no wind. Mountains, rocks,

houses, fences, and even cattle will remain still, but

trees sometimes give a great deal of trouble by their

utter disregard of the commonest courtesies of life

;

while they are being photographed they will move when

the wind blows, and very often pictures which are well

chosen, well exposed, and most skilfully developed, are

rejected because some wretched clump of trees or

rushes moved during the exposure. This is annoying,

but in many cases it is not quite irremediable, and a

little skilful retouching has saved many a valuable

negative which would otherwise be considered useless.

Retouching trees requires, in the first place, a little

observation of the trees themselves on the part of the

retoucher. The important item to be observed is the

shape of the masses of leaves. These masses obey one

general law in the regulation of their shape. Nearly

all leaves have a tendency to lie flat, so as to present

the largest possible surface to the rain and light, and

the same law affects the growth of the branches. We
will take an oak and consider the shape of a large

limb growing direct from the main trunk. The smaller

branches which grow from this limb do not grow one
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above and another below alternately, but proceed more

or less from the sides. The attraction of the earth

inclines them somewhat downward ; and although we

cannot go so far as to say that every line about a tree

beyond the main trunk is a horizontal one, yet all have

a tendency to take that direction, so that if we stand

in front of the oak and fix our attention on one branch,

we shall see that the foreshortened view of the mass of

its leaves presents a crescent shape, the horns of which

point downwards. This is subdivided into smaller and

more divergent forms. Those boughs which are nearer

the top cause the masses to incline more to the hori-

zontal, consequently the crescent assumes more the

character of a horizontal line, making due allowance

for the change in the point of sight.

Now, all trees obey this law relatively, and before

we attempt to retouch a negative containing trees which

have moved slightly or which are too dark, we should

first see what sort of a tree it is, and observe carefully

the shapes of the masses of its leaves, then with a

brush full of colour carefully draw in, as if we were

painting a picture in water-colours, each mass as it

catches the light, leaving the spaces between to repre-

sent shadow ; and when it is dry, and the negative is

varnished, we can with a pencil touch in a few lights

on the edges of the masses, being careful to remember

that only one edge can be in prominent light. If the

tree is in the immediate foreground, we may even paint

in the smaller masses into which it is subdivided. If

it is so close that we can distinguish every leaf plainly,

and it has moved much, we had better leave it alone,

as it is impossible to make anything of it. Do not
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even attempt to touch every leaf, or to let your work

have that character. Breadth is the important con-

sideration in art.

If your picture has been taken at noon, the light

will of course be at its highest point, and in that case

only the tops of things should have any light added to

them ; but the morning and afternoon lights are the

best suited to pictures containing large masses of

foliage.

In retouching grass or rushes it is better to retouch

with the brush if they are in the foreground, endeavour-

ing to do as much as you consider necessary in one

stroke, as then you are least likely to produce muddle

;

and, as in retouching trees, observe the general shape of

the masses, and keep to that shape. Do not attempt

to individualise single blades of grass, or you may as

well reject the camera at once, and set to work to paint

the picture throughout from nature.



SNOW AND CLOUDS

When retouching snow scenes only add lights to the

foreground and middle distances, and do not get out of

those planes. If there are many prominent points

which have caught the snow, such as the eaves of

cottages, stumps, steps, stones, fences, and bushes, etc.,

touch a few of the most important only, and remember

that even in snow there are gradations of light and

shade. So do not plaster the light on indiscriminately,

but remember that that part which is turned to the

light will be whiter than any other.

If it is necessary to add light to clouds, let it be

done with a stump charged with " Sauce Velour," which

may be bought at any artist's colourman ; and when

the negative is varnished it may be strengthened in

places with a black lead pencil with a soft broad point.

And here, again, a little observation is very profitable

Remember clouds have a definite shape, and that

shape is not always that of a powder puff or a dough

dumpling. Some retouchers appear to think it is, and

act accordingly. In order to learn how to add clouds

to a negative the best advice I can give is, examine

carefully the works of such artists as Turner, Birket

Foster, Leader, Linnell, Constable, etc., and you will

learn more than your own observation of nature would
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be likely to teach you ; and, above all, never attempt

to put clouds into a photographic picture unless it is

easy to do it, and difficult, upon examination, to say

that it has been done. Clouds that are manifestly the

work of man are seldom attractive.



WATER

As a rule, landscape is one of the first subjects the

amateur photographer attempts, and from the difficulty

in dealing with the light, landscapes are generally less

successful than portraits, not alone from the variation

of the light, but from other causes too numerous to

mention here, but which will be understood by all who

have had experience of landscape photography. Land-

scapes with water are very much beautified if the water

comes out well. The sea, lakes, ponds, rivers, streams,

all have their different characteristics, and each presents

a different field to the retoucher in the event of the

negative being defective. Rivers, for instance, differ

from ponds or lakes in one marked respect ; they flow,

and the wind blowing on the surface even of a sluggish

river will produce waves of a different shape from those

on a pond or lake.

Any one who has varnished a negative with a

paper label on the side will remember how the varnish

will run off in streaks from the corner of the paper,

so any irregularity of the banks of a stream will cause

lines to appear on the surface of the water, and these

lines should be seized upon by the retoucher and

strengthened if there is any mistiness or indecision in

the negative. It should also be noticed that all waves
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on a river run in curves, and never in straight lines
;

these curves should be very carefully observed, and

their direction accentuated if it is thought necessary.

These curves are never any part of a circle, but are

either hyperbolas or parabolas. I have seen photo-

graphs of water in which all waves have been touched

equally, each one lighted at its crest, the result of which

has been the photograph has looked like a Japanese or

Chinese painting, where every wave is a duplicate of

the one before or behind it.

Still water sometimes reflects the banks so clearly

that it is difficult to say where the bank ceases and the

water begins. If it is examined closely it will be seen

that one is darker than the other, therefore it is not

amiss to slightly strengthen the peculiarities of the

bank just at the water's edge, adding light to the

corners of stones, etc. It is never good to put a

horizontal line of light at the water's edge unless there

is one already there, but if there is a slight indication

of one it may be strengthened.

Waves of the sea afford the greatest variety of

shape, but in one respect they are all or nearly all

similar. They do not run directly parallel with the

line of the coast, but are generally at an acute angle

with it.

On the west coast of England and Ireland the

waves are long and regularly formed, rolling in almost

parallel with the line of the coast if the wind is blowing

direct from the sea. I have seen waves there which

have appeared to strike the shore in one unbroken line

of foam a mile in length.

In retouching waves it is well to select the best-
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looking ones—those that are most wavelike and leave

the others ; and in photographs of beach scenery, when

the sea is taken into the picture, the waves nearly al-

ways run in a curve. This should be attended to by

the retoucher, and in strengthening the lights on waves

do not work timidly. If you are pretty sure what you

want to do, you may retouch with a sable brush charged

with burnt sienna.

If it is practicable, see such pictures as " Toil, Glitter,

Grime, and Wealth on a Flowing Tide," painted by

Wyllie, and " Their only Harvest," by Colin Hunter,

both of which are hanging in the Chantry room at the

South Kensington Museum. The one by Wyllie in

particular is a magnificent example of water painting

;

and if you would retouch water well, it is impossible to

get a better lesson than by noticing how it is handled

in such pictures as those I have mentioned. That by

Colin Hunter is also a very fine example of broad,

powerful handling.

Water may be said to have two distinct charac-

teristics—its general colour and the variations of light

and shade which occur when its surface is disturbed.

It is with the latter that the retoucher has to deal

principally.

Photographers living by the sea will naturally take

a good many pictures of the sea ; and very often it is

impossible to get the waves sharp and well defined,

so that it becomes absolutely necessary that they should

be retouched, and sometimes, owing to the fact that

the subject is so interesting, the negative becomes very

valuable. For instance, a negative of a lifeboat going

to the relief of a vessel in distress. In retouching

E
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such pictures only touch a few of the most prominent

features, and in doing so use either the brush or a soft

and black pencil, and having decided what to do, work

boldly and firmly, paying attention only to those parts

which are in the foreground and middle distances.



ANIMALS

Photographers are very often called upon to take

pictures of favourite animals—horses, dogs, cats, birds,

etc.—and in one respect they are all alike—they move

at inopportune moments, so that the retoucher is in

constant requisition in restoring ears that have been laid

back, paws that have changed their position, tails that

have been wagged, etc.

Sometimes we have negatives of dogs with two

tails ; in such cases select the best one, and with a pen-

knife scrape away the lights on the other, and with a

pencil fill in the shadows ; the same with horses with

four ears. Such phenomena would doubtless be very

interesting to a naturalist, but the owner of the original

would perhaps fail to recognise his property.

Negatives of dogs with long hak sometimes cause

a great deal of trouble, but the remarks in the chapter

treating on hair will apply equally to all hair. Ifwe have

a negative of a collie, a retriever, or any dark-coloured

dog with long shaggy hair, and the animal has moved,

it is comparatively easy to sharpen it up with a few

judicious touches ; but when animals are smooth-

coated, such as horses, terrier dogs, etc., it is perhaps

better to leave them as they are, unless the movement

only appears as a doubling of the outline, in which case
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it is sufficient to scrape away the dense parts of the

outer line and fill in the light parts.

It often happens that people owning valuable or

favourite animals like to be photographed with them,

and you pose the owner, with the dog (let us suppose

it a Newfoundland or a collie or a black retriever)

sitting down by the side or in front. Well, the owner's

face is very white compared with the colour of the dog,

so that either the dog is under-exposed or the owner's

face gets exposed too much. The operator must do

the best he can with the negative in the dark room,

and the retoucher can only put a little colour on the

back of the negative to lighten the body of the animal.

There is always a tendency to give animals too

short an exposure, for fear of their moving ; so very

often we get a black patch to represent the body of a

dog, and if the face is turned towards us, the only indi-

cation of the nose is a point of light on the tip ; its

length is quite lost. If it is possible, endeavour to

indicate the line of the nose by bringing a soft light

up from the point to between the eyes, spreading it

out directly it has passed the eyes, and then add a

little light to the point.



DEFECTS IN EXPOSURE

Negatives which are under-exposed have a very un-

pleasant effect. If they are portraits, the prominent

parts of the face are patches of light, and the other

parts are patches of shadow without any detail ; and

in order to get rid of the intense blackness of the

shadows, it is usual to develop in such a way that the

intensification is slow in proportion to the development.

But with all the care that can be taken, an under-

exposed negative will give a hard, black and white

result. In such cases strengthen the high lights with

decision, as what you add will print rather weaker

than it appears on the negative. The print may be

exposed to the light for a minute after being taken

out of the frame, in order to get rid of the pure

white. In such cases a warm tone is preferred for

the print, as the contrasts are thus lessened.

If we have a negative of an old gentleman, and the

exposure has been too short, all lines and wrinkles

about the face will appear very marked and hard. It

is then best to take the worst of them out with colour.

Varnish the negative, cover it with medium, and com-

mence retouching it as if it was an entirely new and

untouched negative, and you will be able to do all that

is necessary to an elderly face on the outside of the
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varnish. Negatives which have been exposed too long

have the opposite character ; they are flat and thin.

It is best to retouch them carefully in the ordinary

manner, strengthening the lights a little more, and

when they are finished cover the back with matt var-

nish, and, if you think it necessary, stump the face

or any part which you wish to bring out strongly in

the print. If it is a landscape, you may cover the

back with "papier-vegetable," and with a sable brush

and colour work it up in a bold and sketchy style.

Almost any colour will do, but you must remember

that colours which approach red or yellow will print

stronger than gray, blue, or green.

If you have a portrait which prints too dark in

proportion to the depth of the background, you may

cut a piece of paper the shape of the face, and when

the face is printed sufficiently put it at the back of

the negative before you go on with the background.

This is if you are an amateur, and do your printing

yourself In large firms where a regular printer is

kept he will know how to manage, or, as is generally

the case now, the negatives are sent to one who prints

for the trade ; then it is only necessary to draw atten-

tion to the defect.



COLOUR

Before commencing to colour photographs, it is just

as well to pay some attention to a few of the element-

ary laws of the harmony of colour, and the most im-

portant that one could wish impressed on the mind of

the beginner is that there are only three primary pig-

mentary colours, which are red, blue, and yellow, and

that all colours are either these or are combinations of

these. Red and yellow are considered the warm and

advancing colours. Orange, which is a combination of

red and yellow, is the warmest colour in nature. Blue

is considered the retiring and cool colour. Therefore,

if we wish a figure to stand out in strong relief in a

picture, we should paint the figure some warm colour,

against a cool, quiet background ; and in vignetted heads

on either ivory, paper, or porcelain it is well to make the

background of some combination of blue, gray, or green.

This rule has been insisted upon by some masters

in art. Sir Joshua Reynolds, for instance, laid it down

as arbitrary that the principal figure in a picture should

be warm in colour, and the background and surround-

ings cool. This has given rise to a great deal of con-

troversy, and one of the other leaders of the English

artistic world, " Gainsborough," painted his celebrated

picture known as "The Blue Boy," in which the single
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figure in the foreground is dressed entirely in blue,

while the colour of the background is a warm brown.

It has been asserted that this picture was painted to

refute the principle laid down by Reynolds, his rival

;

but whatever the motive was, it really proved nothing,

because, although the " blue boy " does stand out with

sufficient prominence against the warm background,

yet the contrast would have been much greater if the

colours had been reversed, although it might have been

harsh. By painting it as he did, Gainsborough obtained

an effect of breadth and repose of colour.

The analysis of colour, by means of the prismatic

spectrum, breaks white light up into nine simple colours
;

but it should be remembered that these are pure colours,

and that in pigments it is impossible to obtain pure

colour, just as it is impossible to obtain pure white

paper. It is sufficient to say that there are but

three simple pigmentary colours. Now each of these

colours is called complementary to a combination of

the other two, and vice versa. Thus red is complement-

ary to green, which is a combination of blue and

yellow ; blue is complementary to orange, which is a

combination of red and yellow ; and yellow is com-

plementary to purple, which is a combination of red

and blue. These combinations are called secondary

colours, and combinations of them are known as ter-

tiary colours, and so on.

If we want to get a very strong contrast of colour,

we should oppose one colour to its complementary.

For instance, nothing could be more glaring than a

bright green hat with a red feather, because the green

throws off red rays, making the red appear redder,
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while the red in turn throws off green rays, making the

green appear greener.

In order to test the truth of this get a clean sheet

of white paper, and mix a delicate pure gray with in-

digo, rose madder, and Vandyke brown (or Payne's gray,

such as is used for colouring cast-iron in machine-

drawing, will do), and paint three small circles, each

about the size of a halfpenny, about seven or eight

inches apart, and surround one with a broad belt of

red, another with a belt of blue, and the third with

yellow. Let the belts be about two and a half inches

wide. You will then see that the gray circle that is

within the red belt appears green, owing to the green rays

thrown off by the red. That within the blue belt appears

orange, on account of the orange rays thrown off by the

blue ; and that within the yellow belt will appear purple,

on account of the purple rays thrown off by the yellow.

Thus we are enabled, by a knowledge of this law, to

emphasise or to neutralise the intensity of any colour.

If we are painting the portrait of a gentleman

with a very red face, all we need do is paint the

background and surroundings very warm, and the

face will appear not so red. Ladies in white dresses

appear fresh and rosy because of the contrast of the

red of their cheeks and lips and the white of the

dress. A gentleman with a fresh, reddish complexion

and auburn hair may wear a brown hat, because the

contrast is less than it would be if the hat was black.

We all know what a man with a red face and a

white hat looks like—something too glowing to con-

template, unless through the medium of smoked glass,

and suggesting profuse perspiration.
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It is impossible to lay down arbitrary rules for

the colour of a picture, even if it has one single

figure, or is even only a head, as there are so many

keys in which a subject may be treated legitimately
;

but we may bear in mind certain combinations that

have proved effective, and, if we are not ambitious,

and do not care to strike out any new and original

path for ourselves, we may repeat these combinations

to the best of our ability. Therefore an amateur

colourist should avail himself of all the opportunities

he has of seeing good examples of art, to do which

he cannot do better than visit the South Kensington

Museum, and make notes of the different portraits

that are to be seen there, particularly those of Sir

Thomas Lawrence, Sir Joshua Reynolds, Thomas

Gainsborough, Watts, Frith, and others. Also he

may attend the National Gallery, where there are

many magnificent portraits and character heads. In

the season he should not fail to pay as many visits

as possible to the Royal Academy, and notice the

works of such masters as Millais, Holl, Ouless, Long,

Alma Tadema. For portrait-painting in oil there is

nothing better as a model than the work of Millais

and Holl. Their colour is so fine, and the handling

is in itself a study for a lifetime. But for colour,

as applied to photographic portraits, especially minia-

tures, porcelain and paper, the best living model is

Sir F. Leighton. The distinguishing characteristic of

his colour is its extreme delicacy and purity.

A photograph which is to be coloured presents

one very great difficulty ; and that is, it is already

a picture in monochrome—that is to say, in one
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colour—which will most likely be a purplish neutral

gray, warm or cool according to the taste of the

photographer ; in fine, nearly a study in black and

white. Of course it will be necessary to destroy

some of this colour, especially on the face ; other

parts may be left with very little alteration ; and it

will be evident that the more we can leave of the

original modelling of the face, the better for the

preservation of the likeness, so that in composing

our colours we must take into consideration the

colour that is already there, and the difficulty is to

do away with the black tones. Now, as I before

said, the colours of Sir F. Leighton are remark-

able for their purity and the absence of muddle,

and particularly the absence of black ; so that if we

can follow his arrangements of colour, we shall find

that they will admit of more black being added to

them than those of any other artist ; and if we ac-

cept his harmonies as being good, we shall do well

to try and work in the same keys, or in as close an

imitation as we may be able to attain. If we have

a porcelain of a young lady, delicate and fresh in

colour, and we can remember or have notes of a

picture by Sir F. Leighton of a similar subject, it

is not amiss to try and work on the same principles

and use the same order for colour. In the exhibi-

tion at the Royal Academy in 1885 there was a

picture by Sir F. Leighton which was a portrait of

a young lady. Nearly everything in the picture,

except the face, was blue, or inclining to blue.

That, of course, was a very bold thing to do, and

can only be done successfully by such masters in
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art. There is a picture by Mulready in the South

Kensington Museum called " First Love," which is

one blaze of warm, brilliant colour ; there is not a

cool tint in the whole picture. I would by no means

advise a beginner to copy such models as these, as

it would inevitably be attended with failure.

The works of Watteau afford very fine examples of

arrangements of colour, which would be suitable for

photographic colouring, as they are delicate, and at the

same time bright and fresh ; but a knowledge of the

elementary laws of colour is sufficient to enable an

amateur to at least steer clear of any harsh discords.



MATERIALS FOR
WATER-COLOUR PAINTING

For painting photographs in water-colours the student

need exercise a Httle discrimination in selecting his

materials. As one artist will work on the same subject

in a different key from another, so he will also use a

different set of colours ; but the following list will be

found suitable :

—

Chinese White.

Light Red.

Vermilion.

Rose Madder.

Vandyke Brown.

Cadmium No. 2.

Crimson Lake.

Aureolin.

Cobalt.

Emerald Green,

Sepia.

Burnt Sienna.

Raw Sienna.

Indian Yellow.

Lemon Yellow.

Carmine.

Ultramarine.

Terra Verte.

Gamboge.

Indigo.

Yellow Ochre.

Scarlet Lake.

It will also be necessary to provide oneself with an

easel, mahl-stick, small pan of oxgall ; a porcelain slab

about a foot square is the best palette ; let it lie flat on

a small table at your right hand ; arrange so that all

your implements are on your right, so that in reaching



62 RETOUCHING

for anything your hand does not have to pass in front

of your work. Sit so that the light falls on the picture

you are at work upon, from over your left shoulder.

It is not always possible to obtain a regular studio

window, but if it can be managed, let the lowest

source of light be at least six feet above the floor.

In choosing your brushes always use red sables, as

they are infinitely better than camel hair, being more

springy. Camel hair has very little elasticity, and

when you make a touch with it it flattens and drags

the colour, producing a wiry, streaky effect. You may
purchase your brushes either at Messrs, Winsor and

Newton's or MM. Lechertier, Barbe, and Co. They are

equally good.



FINISHING SILVER PRINTS IN

WATER-COLOURS

In colouring ordinary silver prints on albumenised

paper, one of the most important considerations is to

get the colour to run easily on the surface. If possible

choose a good clear print, one that is not dark, and

then with a large soft sable brush wash the surface with

clear water, which should cover every part readily

before you attempt to add colour. If the print seems

to be greasy, put a very small touch of oxgall in the

water ; two brushfuls of water will be sufficient to

cover a cabinet photograph ; do not use more or less

than is necessary, and do not rub the surface of the

paper more than you can help, as you are liable to rub

off the albumen, and it is necessary to keep the surface

smooth and even. When this is dry you may proceed

to lay on your large washes of colour.

And here I must draw attention to a few important

facts. If you intend to work up the background of a

vignetted picture, and put into it a suggestion of foliage

or furniture, tapestry, curtains, etc., the background

should be finished first : for this reason—if you were

to colour the head and figure first, and finish them, you

would find, on adding the background, that it would

weaken what you had already done to the face, so
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that the face would be spoilt, because you could not

strengthen it sufficiently without washing it all off and

commencing afresh. Therefore commence by laying

in the background at its full strength if you intend it to

make much difference to the picture. This rule obtains

particularly with pictures that have had the background

masked out, and which present a plain white surface

to the colourist, notably in the case of porcelains ; and

in commencing to lay in a background always decide

on the exact position of everything you may draw in,

even to the thickness of a line. Water-colour drawing

should be done on the principle of mosaic work—every

colour should be laid on with as little after-disturbance

as possible. Mix your tints and lay them on carefully

but boldly, so that each wash comes exactly up to the

edge of another. The necessity for mapping in your

work (as it is called) becomes evident.

And now is a suitable time to allude to some of

the characteristics of water-colour pigments, which

have to be remembered when we are engaged in any

large water-colour drawing. If you were to paint a

picture—a landscape, we will suppose—and were to

use the transparent colours for the distance and the

opaque ones for the foreground, we should find that

the effect would be, the foreground would retire and

the background would come forward ; this would be

inartistic, so we must remember that all distance must

be painted with colours that are more or less opaque.

Cobalt, yellow ochre, vermilion, Naples yellow, light

red, emerald green, etc., are opaque colours ; while

indigo, ultramarine, Indian yellow, rose madder,

crimson lake, Vandyke brown, etc., are transparent
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colours. So that when we wish to paint distance,

which is always purplish unless it is sky, etc., we must

add Chinese white to our colours if they are not

naturally opaque.

It is the custom of some artists in water-colours to

prepare that part of their paper which will be painted

to represent sky or extreme distance with a weak wash

of Chinese white before commencing the painting.

The background in landscape should be painted

first, the foreground last ; middle distances should be

painted with colours that are neither very opaque nor

quite transparent.

It was formerly the custom to teach water-colour

painting thus : first paint in the shadows purplish, next

wash with the general colours, and touch up afterwards.

The system is now, lay on every colour at its full

strength, and as near the right colour as possible, and,

if necessary, add supplementary washes ; but neither of

these rules will do for colouring photographs on either

ivory, porcelain, or paper, for one sufficient reason. It

is advisable not to touch the same place twice except

in stippling and hatching, and as neither of these

materials, ivory or porcelain, absorb the moisture, be

careful not to touch a place twice until the first touch

is quite dry.

If you are colouring a photograph printed on ivory,

and the background is not vignetted, but is to be

painted in solidly, first lay on the colour of the back-

ground as near its full strength as possible ; next lay

on the general masses of colour on the figure, face, hair,

etc. ; then finish the background and figure before pro-

ceeding to the face.

F
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Always use as large a brush as possible, as you

thereby get breadth of touch and save work. It is

very desirable to avoid either a niggling style, or that

your work should suggest that you had been used to

work with a pencil, and not with a brush. Artists who
work with a pencil or graver, if they wish to draw a

broad shadow, will use a number of lines ; a water-

colourist will cover the same space with one stroke of

the brush, adapting the size of the brush to the size

of the surface to be covered. Therefore proceed with

care ; but having decided on any colour, and the

amount of space it is to occupy, work boldly, taking

care that your brush is always charged with sufficient

colour, without having too much. Having washed the

surface of the photograph in the manner described, we

can proceed to the colour. The faces of young people

have more pink and white in them than those who are

more advanced in years, therefore in mixing the first

wash bear this fact in mind, and do not make it too

yellow, although sufficient yellow is necessary to neu-

tralise the purple of the photograph.

Let us suppose we are colouring the portrait of a

young lady with a fresh complexion, fair hair and blue

eyes. The first wash for the face may be composed of

yellow ochre, pink madder with perhaps a very little

vermilion, and if the photograph is very purple, add a

very little Indian yellow. Lay this on quickly, so that

it does not dry in any one part before the whole surface

is covered. Before it is quite dry wash your brush,

dry it on a piece of white blotting-paper, and with its

point remove the colour from between the eye and eye-

brows, from the eye itself, from the lips, and from just
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where the forehead joins the hair ; it is necessary to do

this expeditiously and neatly. When this is dry you

may proceed to the lower lip, which may be washed

with a mixture of carmine and vermilion ; if the sub-

ject is very young, the vermilion in excess. The

upper lip, being generally in shadow, may be washed

with pure vermilion, which is rather opaque, and will

consequently conceal the dark colour of the photograph

more effectually than a transparent colour would, but

which darkness will, however, show through somewhat,

and will balance the lower lip.

While that dries you may proceed to the eyes,

which may be washed with cobalt with a little emerald

green added ; the white of the eye may be left the

original colour of the photograph, or it may be touched

softly with a little neutral gray. You may now pro-

ceed to the hair, which we assume to be fair. Let your

first flat wash be composed of yellow ochre, sepia, and

a very little raw sienna, very thin ; allow this to dry,

and now you have the predominant colours of the

large surfaces. You may now return to the face. At

that part of the forehead where it joins the hair,

and where the flesh colour was wiped away, you may
put a little cobalt blue and emerald green, very faint of

course, which will be the groundwork of the delicate

shadow which is found there ; and with the same colour

you may softly touch the gray shades on the neck, at

the sides of the nostrils, at the outside corner of the

eye above the eyebrow, at the corners of the mouth.

You may add a little yellow—raw sienna will do—and

touch the shadow under the eye ; next touch the in-

side corner of the eye and the cartilage of the nose, if
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it is visible, with pink madder and Venetian red. You
will now have all the general colours of the head and

face laid on, and may proceed carefully to finish.

First consider how brilliant you intend the colour

of the cheeks to be, and make up a mixture of ver-

milion—light red and rose or pink madder, putting

more vermilion if you wish them to be very bright.

Softly stipple this on to the cheek, beginning with

smooth, short, broad touches, about twice, or, at the

most, three times as long as their width, inclining

downward from the ear to the mouth, being very

careful not to make the stroke hard. They should

be visible on examination, but if they are plainly per-

ceptible at a first glance, the effect will be harsh, no

matter how well their direction is considered or how

well the colour is chosen. In laying on this colour be

very careful not to bring it too near the nose, but to

spread it well away towards the ear; you may softly

stipple some of the same colour, adding a little more

rose madder into the hollow parts of the ear, which is

always rather pink in colour. Avoid putting your

warm colours on the face their full strength at once,

because you can always increase a warm colour when

it is very difficult to reduce one. Now mix light red,

pink madder, and yellow ochre, and with it gently

touch the dark shadows in the corner below the eye-

brow nearest to the nose, the hollow of the nostrils,

under the chin, etc. ; the object of this is to neutralise

the blackness of the shadows in these parts.

If the photograph is originally too white, you

may mix a delicate gray of indigo or ultramarine,

pink madder, and any good transparent brown, such
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as Vandyke brown, if you wish the gray to have a

yellowish tinge, or sepia, if it is to be purely a

neutral gray, and with it strengthen the half-tones

on the face. Do this immediately after the first

wash of colour, and remember that as a gray half-

tone approaches a warm part, such as the red of the

cheeks, there should be no abrupt change in the

colour.

Although the complexion of a lady or child may
be very fresh and brilliant, yet the predominant mass

of colour is not warm. We may see a lady with a

bright red feather in her hat. She conveys a sugges-

tion of warmth and colour ; and yet the part which

is actually brilliant in colour is very small in com-

parison with the whole surface of her dress, which

may be a quiet gray. So a face will have its largest

surfaces pale with very little yellow in it, but with

the red of the cheeks soft, yet brilliant, and the half-

tones, the delicate shadows, the bluish and greenish

grays of the face very much in excess of those parts

which are strong in colour. So if we wish to avoid

confusion in our work, we should do well to put the

warmest colours on last, because, as I have before said,

it is easy to strengthen the warmth of a colour, while

it is very difficult, and almost impossible, in photo-

graphic colouring to reduce the warmth of a part.

You can only add green to a red, or purple to a

yellow, and then it becomes dark and grimy. If it

is thought desirable, you may, in finishing, touch the

highest lights on the face with a little Chinese white

and yellow ochre, but be careful that these lights are

not too strong and sharp.
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In working up photographs on ivory the same

peculiarities exist that are found in finishing carbon

enlargements on paper or porcelain, so that, having

learnt to do one, all that should be necessary is care

and practice.



FINISHING IN OIL COLOURS

First make a careful selection of colours, brushes,

etc. You will need several other small articles, such

as pale drying oil, turpentine, knife-eraser, etc. The

same list of colours used in water-colour painting

will do, substituting flake white for Chinese white.

But a much greater variety of brushes is necessary.

You should have a few large, flat hog-hair brushes

for large surfaces, such as plain backgrounds, etc.
;

smaller ones for hair ; stumpy, flat ones for painting

flesh ; long, thin badger brushes for painting any-

thing that requires a long line ; small, flat sables

for finishing delicate and minute parts ; large badger

softener for blending colours, and, by the way, this

should be used as charily as possible ; a tube of

megilp ; a few rags for wiping brushes, or wiping

out any part which you have painted, and which

does not meet your approval ; and a large, flat^

wooden palette, either the elliptical or the oblong

shape. I prefer the former. Let it be light and

pale in colour, but not too yellow. And although

the following rule is by no means common, even

amongst artists of first-rate repute, yet it would not

be controverted by the very best ; and that rule is,

"Always keep your brushes and palette clean."
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See that after setting your palette you do not put

the caps on the wrong tubes ; clean all the waste

colour off your palette after a day's painting ; wash

your brushes in clean turpentine ; wipe your palette

knife ; keep everything scrupulously clean ; make a

habit of it, and you will never regret it The com-

fort of commencing a day's work and finding every-

thing clean and in good order cannot be overrated.

To commence a portrait in oil, if the photograph

is printed in carbon on the canvas stretcher, first

cover it with some priming, such as a wash of very

thin starch with gum in it, and when it is dry begin

by setting your palette thus : flake white in the corner

nearest your thumb ; next, yellow ochre ; and so on,

making the colours deeper in tone as they get farther

from the white. Colours that are similar keep to-

gether, such as the reds, the blues, the yellows, so

that the deepest and most sombre colours are the

farthest to the left. Let them go round the palette,

leaving a space in the middle for mixing. And now

proceed to the first painting.

The rule of laying on those colours first which

are to represent lights, as in water-colour painting, is

entirely reversed when working in oils. The lights

should be the last consideration.

It is impossible to lay down arbitrary rules for the

composition of colour, or, at least, to say that such a

combination is right and another wrong. All we can

do is to give illustrations. So we will assume that we

have to paint a portrait of an old gentleman, with

white hair, grayish white beard and moustache, slightly

bald ; face strong and rich in colour, inclining to florid.
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The head turned almost full towards us, with the light

falling on that side of the face that we see most of,

but lighting directly, however, a good deal of the other

side. This is a common style of portrait, and one that

often has to be painted.

Commence by mixing terra verte, brown madder,

a little raw sienna, and a very little light red. Let

this mixture incline to a warm gray, and with it paint

in those parts which are near the deepest markings of

the face, such as the shadow below the eyes, the edge

of the cheek by the whisker on the shaded side (and

whenever you are working over a tolerably deep

shadow on the photograph you may add a little flake

white to render the colour more opaque, and so de-

stroy the purple of the photograph) under the eyes.

You may add a little yellow, as the shadow there is

somewhat greenish in colour.

Now mix yellow ochre, flake white, and light red,

and a little emerald green may be added to take away

the crude intensity of the red and yellow, and with it

paint carefully those parts which are between the ex-

treme high lights and the grays of the middle tone.

Let this combination incline to a weak, yellowish red.

Now mix flake white, emerald green, cobalt, and the

least touch of light red, and a very little burnt sienna,

and with it lay in the middle tints on the forehead and

nose. These may be kept cool in colour. Now mix

terra verte with burnt umber and flake white and a very

little cobalt, and with it touch the flesh just where it

meets the hair of the whisker, moustache, and the hair

at the sides of the head ; and, as the subject is slightly

bald, you may carry this cool gray round the top of the



74 RETOUCHING

head. Now mix burnt umber, rose madder, and emerald

green, making an opaque warm colour, and with it paint

broadly the outlines of the eyes. The lips may be

touched with pure carmine ; the upper lip may have

a little light red added to the carmine. You may
now proceed to the lights. Mix yellow ochre, flake

white, and the merest touch of light red, the whole

forming a yellowish white ; a little emerald green

will not be amiss to keep it low in colour. With

a broad, flat brush paint firmly first the lights on

the forehead, next the cheek-bone, the nose, etc.

The eye we will assume to be a bluish gray, and in

painting this do not make it violet ; very few people

have eyes that colour. Antwerp blue, emerald green,

and white will do ; and remember that what is called

the white of the eye cannot be painted with white,

but must be made a bluish gray. The pupil may
be touched with Antwerp blue and sepia. Endeavour

to avoid the use of black anywhere. Next, with a

little carmine and white, touch the inside corner of

the eye, the cartilage of the nose.

You may now proceed to the coat, which we will

assume to be black. Let us consider there are only

three gradations of light and shade on it— lights,

half-tones, and deep shadows. The half-tones may
be painted with a mixture of Vandyke brown and

Antwerp blue, the whole forming a brown, not blue.

The shadows can be touched with the same colour

mixed, but inclining to blue ; a little crimson lake

may be added with advantage. The lights with the

same colours in combination, but inclining to a

bluish gray ; so that we have the shadows and lights
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cool, and the middle tones warm. The middle tones

will occupy a much greater space than both lights

and shadows ; and I may here say a word about

the handling of the brush in draperies. If you are

painting a heavy fold either in a curtain, a garment,

or any woven material, let the direction of the stroke

made by your brush be nearly at right angles with

the fold, never down its length ; and in painting

the half-tones, do not let your colour go over the

surface to be occupied by the lights ; leave a space

for them. All painting in oil should be mosaic, each

touch occupying its own space and going no farther.

M. Legros used to demonstrate the value of this

system by painting portraits, using only the palette

knife to lay the colours on with, and the effect pro-

duced was magnificent. All the great portrait-painters

adopt the principle. The portrait of Thomas Carlyle

in the South Kensington Museum, by Watts, R.A., is

a splendid example.

Having got so far, you may next rub in the back-

ground, which may consist of terra verte and sepia,

inclining either to the green or to the brown. If you

want to break it up at all, let that part you make
darkest be on that side of the head which is in

shadow, not close up to the head, but as if it was

the shadow of the head thrown upon a wall at a

little distance. Do not, for the sake of effect, paint

your background darkest on the light side of the head,

and lightest on the dark side. You will certainly get

contrast, but it will be horribly vulgar. You may
paint in the necktie, if it is visible, and collar, putting

the shadows of the collar a warm gray, inclining to
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yellow. This will do for the first painting, which must

be allowed to get quite dry before proceeding any

farther. When it is so, which will be in two or three

days, if you have used much drying oil, and longer if

you have not, first sponge it with clean, cold water

until the water will almost stand on it ; dry it care-

fully with a clean rag, and if there are any pieces of

colour obtrusively prominent, they may be removed

with the eraser.

You may now proceed to finish. You may
strengthen the colour on the cheeks by scumbling

over it with a brush sparingly charged with the same

colour as at first, but yellower or redder as your taste

dictates. The grays of the face should be next done,

and here great care is necessary, so that they do not

degenerate into dirt instead of shadows. The nose

and forehead may be rubbed over with thin washes

almost of light red, pink madder, and yellow ochre,

very thin. The hair may be glazed with gray, in-

clining to yellow. The eyes may be touched up

and lightened wherever they seem to need it. All

shadows may be strengthened, and remember the

second painting is only to strengthen and correct the

first. And now touch up the lights, strengthening

them wherever they seem to need it, and do not use

the softener in finishing a head ; it may be used

slightly in connecting the touches in the first paint-

ing, especially on the large surfaces, but not afterwards.

Glaze the coat with crimson lake, Antwerp blue,

and raw sienna, inclining to warm purple. Touch

up the lights in a strong, brushy style, and strengthen

the background, making it deeper or lighter as you
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think fit. Do not let the outhne of any part, either

on the face or figure, be a hard, sharp fine. Some

photographers like it so, but it is utterly false in art,

and any one with the slightest knowledge of the

scientific laws of light and our physical powers of

appreciating them, may demonstrate it for his own

satisfaction if he wishes to.

I may here mention a few of the characteristics of

colour which may possibly be new to some amateurs.

The reason that some chromo-lithographs appear so

cheap and tawdry is not that the printers did not know

how to do them any better, but because they actually

are cheap. There have been as few blocks made as

possible ; a colour has been shaded with simply

another impression of the same colour. We are all

familiar with the common German lithographs, with

their glaring reds, blues, and yellows. Each colour

has been left crude and raw, without any other colour

to foil it ; and whenever we see this form of cheapness

we may look for haste, and, consequently, incom-

pleteness.

A cloak or dress of any black material will have

two, at least, distinct colours in its composition. Gener-

ally more if the lights are warm, the half-tones may

be expected cool, and the reverse. Black hair will

often have the lights blue, in which case the half-tones

will be warm. I have seen a green robe painted with

the lights a distinct light red, like the russet on a green

apple. I have seen purple robes with the lights a

decided orange, and so on ; and this is correct in art

Of course it must not be taken too literally. All

pigmentary colours have a very large amount of gray
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in them ; but the only condition in which any object

is quite colourless is when it is in total darkness

—

when all things are colourless. When anything is in

the light it takes to itself reflections from surrounding

objects, which fact contains one of the elementary

principles of harmony of colour.

At the South Kensington Museum there is a large

fresco, painted by Sir Frederick Leighton, containing a

large number of figures most brilliant in colour, and

from the necessities of fresco-painting, every colour is

distinct, and the method of lighting and shading any

piece of drapery, armour, masonry, flesh, or anything

that is in the picture, is very evident.

The student of colour cannot do better than ex-

amine this and other works by great artists for the

best arrangements and combination of colour.
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It has been decided by eminent artists that the best

representation of the character of flesh, its texture, etc.,

can be attained with the brush and oil colour, and the

nearest approach to the handling of that in crayon-

drawing is with the stump and bread. That is the

process taught at the Royal Academy schools, but it

is one that cannot be applied to finishing photographs

in crayons, for the simple reason that the drawing is

already there, slightly defective on account of the

exaggeration of any little defect during the enlarging.

It is only usual to finish large vignetted heads in

crayon, as it is not suited to those which are heavy in

character. If a photograph is to be finished in Swiss

pastels, the greatest difficulty is in selecting a set of

colours ; and the reason is the makers, or rather the

retailers, do not sell them in convenient assortments
;

they try to sell boxes which appear to contain a nice

set, but which are nearly all too crude. Finishing in

pastels is very similar to finishing in oil. To be done

well the touches should be laid on without any after

disturbance, and, of course, on this principle there can

be no mixing of pastel colours, consequently we want

nearly a different set of colours for each style of head.

Therefore in choosing your colours proceed thus :

—
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Before you buy make a drawing in water-colour, laying

each colour separately, and take it with you to the

shop, and try each pastel on a piece of white paper,

applying it to your drawing until you get a set, which,

if not in the same key, are harmonious in a somewhat

similar one. This will be attended with a great deal

of trouble, and it is an open question whether it is

worth it, as pastels fade quickly and, worse still, do not

fade equally.

If, however, you have a good set, proceed in this

manner. The enlargement will most likely be in

carbon, or it may be in silver on salted paper ; if in

carbon the surface will have to be roughened with fine

pumice powder before it will take the pastel well. If

it is in silver on salted paper no roughening will be

necessary, the same with platinotypes. It is possible

to buy a siccatif to roughen a surface, which is put on

with a spray, but I cannot answer for its efficacy, as I

have not any experience of its use. I have always

thought it must be too readily subject to atmospheric

changes to be of much value.

If the print is in carbon shake a little of the

pumice powder over the print, and then knock it on the

floor, so that only the very finest particles remain on it,

and then rub this smoothly with the palm of the hand

until the whole surface has a distinct tooth ; this will

serve a double purpose, as it will do away with any

greasiness that may be on it.

Now proceed to lay on your colours, commencing

with the grays, and let them be very much in excess

of any other colour, using the warm colours only to

brighten up the picture. Add the warm colours to the
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head and face last of all. The picture will be best

with a plain white background, marked out, and all

that there is in it should be done by the colourist. If

it has been marked out, it will be well with a sharp

penknife to soften any edge, that round the head and

shoulders in particular. Pastels are best suited to

finish the heads of young ladies with fresh com-

plexions, blonde hair, blue eyes, etc., but as the colour

of pastels is so fugitive, it is perhaps just as well that

they have nearly gone out of fashion.

Finishing photographs in black crayons is quite

another matter ; they are permanent, are much easier

to manage, besides being adapted to any age, sex, or

depth of colour.

It is now very common to have photographs

enlarged in carbon on Whatman's drawing-paper for

working up in crayons ; in such case it generally needs

no roughening. First examine it, and if any part is

too black, scrape it with the penknife until it is light

enough, taking care not to produce scratches. Do not

mind the granulated effect you will produce, as that

will be the general character of the whole when finished
;

you may next stump slightly over any part that appears

too light, and then proceed to work carefully over it

with a blunt point, using the crayon in a free, sketchy

manner ; the paper will cause a general grain to appear

wherever you touch. Soften all edges, and in working

up vignetted backgrounds commence with a few parallel

strokes, following the line of the tops of the shoulders,

and then cross them at a slight angle. Work on the

dress in a strong, decided manner ; notice the shape

and character of a fold, and endeavour to reproduce it

G
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in as few strokes as possible ; it will need a good deal

of practice before you can hope to attain much success,

because it is precisely the same as drawing the head

directly from another picture. The photograph does not

actually give you much more than can be obtained with

the sciopticon or the pantograph, in fact, the less there

is of it the better ; therefore choose a very light print,

and one the tone of which is rather cold. There are

many different kinds of black crayons—Conte, Italian

chalk, Academy chalk, Perry's solid black ink, are all

good. I prefer Perry's to any other, as the surface is

similar in character to that of the photograph.



WORKING UP CARBON ENLARGEMENTS IN

WATER-COLOUR (MONOCHROME)

Certainly the most common form of photographic

enlargement is that of the carbon and gelatine film

printed on smooth paper, and consequently the method

of finishing them is the most useful one to acquire,

especially to one who wishes to make a living by

finishing photographs.

In large photographic establishments one meets

with all manner of subjects. Portraits, horses, dogs,

cattle, landscapes, marine subjects, houses, and an

endless variety of others. To attempt to give rules

for all these would be a task far exceeding the limits

of this little book. But the one subject most in use is

portraiture, in which again there is much variety ; from

the panel photograph of some celebrity, the best of its

kind, finished in the first place on the negative as well

as it is possible to be done, and enlarged to almost

life-size. From this to a copy of some wretched old

Daguerrotype or glass positive, full length carte size,

enlarged to a six-inch vignetted head full of patches of

blackness, where the surface of the original has been

damaged, and with every defect exaggerated.

Now suppose we have one of the latter kind,

copied, we will say, from some old glass positive,
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with part of the film damaged. The first thing to

do is to see that the surface will take colour well

and equally, and is perfectly free from grease spots.

To do this rub it lightly with a flat piece of india-

rubber or ink-eraser, provided the ink-eraser is not

hard enough to scratch, and then wash it with a

sponge and cold water. If the water will lay

evenly, you may consider there is no grease. Dry

it carefully, but not too suddenly, as if it is ex-

posed to a too sudden heat the film may crack and

peel off.

Now take a sharp eraser or penknife, and with

it scrape away any parts that you may consider too

black, and soften any hard edges. When this is

done you may examine it, and determine, in your

own mind, if the balance of light and shade and half-

tone is as you would wish it to be. If it is, well and

good ; but if, for instance, tht face is too white, you

must take a large red sable brush, and mix some

colour to exactly match the colour of the print. Van-

dyke brown, crimson lake, and lamp black will give

you the colour of ordinary carbon prints, and mix with

it a little pure gum-arabic, such as you would buy of

an artist's colourman. Be careful not to put too much

gum, as if you do every touch will be seen distinct

from the photograph. With your brush charged with

this colour put on, in broad, clean strokes, the deficient

half-tone, and also, if the head is vignetted, the map-

ping of the masses of shade you will have in the back-

ground. Now take a smaller brush, and with it take

out carefully any small white spots about the picture,

and anything that looks like a scratch, and then you
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will have a very good beginning for your work. It

will neither be too black nor too white. The bulk of

the masses of light and shade will be there, and all

you have to do is stipple and hatch the whole to a

sufficient degree of finish. Begin with the backgrounds

and finish it before going any farther. The reason for

this has been explained. Then do the hair, working

boldly and firmly, using the brush in as broad a

manner as possible, leaving the lights clean and sharp.

Next do the coat ; and lastly the face, so that when

you have finished the face there will be nothing left

which can weaken the delicate work you will have to

put on then. Let the direction of your lines in

hatching up the face be similar to those used in re-

touching a negative or in colouring a porcelain in

water-colour ; but do not make them decided lines,

but have the character rather of broad, short patches

a little longer than their width.

Commence, as in retouching, with the largest sur-

faces possible, and take out all patches. When this is

done repeat it on a smaller scale, until you have re-

duced the face to a series of very small patches all

about the same size. It is very easy now to stipple it

up to the necessary finish, and in doing so you may
use the eraser considerably, and take out any little bit

that may be too dark. You may then touch the eye-

brows ; darken them if necessary ; darken the pupil of

the eye ; and then clean up all lights with the eraser,

using it across the forehead, down the nose, on the

cheeks from the ear to the mouth, round the chin
;

and then, with a brush charged with a little weak

gum, touch carefully such parts as the shadows thrown
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by the head upon the shoulder, if there is one there,

the deep shades on the hair, etc. But be very careful

not to do too much of this, as a very little too much

will give an effect of vulgarity, which cannot be too

strongly deprecated.

Working up porcelains in water-colours, using only

one colour, is precisely the same as if the print was on

paper, with one slight difference, and that is, every

touch you put on the porcelain will dry sharp and

hard, so that if while it is wet a touch looks dark

enough, when it is dry it will be found too dark.

Allowance must be made for this.

And now, in conclusion, I would say that no

matter what the subject may be, whether it is paint-

ing a great picture or retouching a full-length carte

negative, the principles of art remain the same.

Breadth is the great consideration for the photo-

graphic finisher. By intelligent industry he will be

able to find some method by which his work will

attain that character. But do not get into the

habit of copying some other man's method. It may
be good, but, depend upon it, you will arrive at the

desired end much quicker if you consider first why

you put every touch on a picture. If you get into a

muddle at first you need not be either surprised or

disappointed
;
you will not be alone in that respect.

The best men find that they lose their way at times.

If you are intending to follow it as a profession, work

at it
;
you will infallibly succeed. If you merely take

it up as an amusement, and you have begun on a basis

of intelligent system, even if you do not become

very capable, you will have the satisfaction of know-
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ing that you have understood what you have been

doing all the time ; and if you have produced

nothing very beautiful in an artistic sense, you will

have done nothing that would be shocking to an edu-

cated eye.
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This chapter was not written for the benefit of finished

masters in art ; it is not intended for the edification of

those who have nothing more to learn, nor for those

who, having learnt the fundamental principles of art,

are desirous of taking the opinions of others, in order to

find corroborative testimony to the accuracy of their

own deductions. But it is written for those who, not

having the skill to draw or paint sufficiently well to

satisfy their own taste, and so produce pictures with

which they should be pleased, have taken up with

photography as a means to that end.

The writer can remember very well the time when

he first awoke to the fact that what he was doing

may have been drawing, but was as far removed from

anything artistic as if his work was a series of mean-

ingless strokes. He recalls the first time he ever read

the works of Mr. Ruskin or of Alexander Dresser, and

when he became aware that art, like poetry, is only

a means to an end, and that that end is artistic,

beautiful, or noble only in that degree as it is an

interpretation of a noble thought.

And he is aware that many beginners in the art of

photography are anxious for some guide, some text-book

that they can refer to, to clear up little matters about
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which they are uncertain—matters concerning the artistic

merits of certain photographs.

He has frequently had the question put to him,

" You say such a photograph is artistic, and such

another the reverse. Why is the one artistic and not

the other ? " Of course such a remark could only

proceed from a person aware of, or at least suspecting,

his own deficiency, and honestly anxious to acquire

rules for his own future guidance. It is to such as

appreciate the need of a simple intelligible guide that

this chapter is addressed. One that they may feel

assured can tell them the standards by which a picture

should be measured from an artistic point of view, and

also one that realises the difficulties that a photo-

grapher has to deal with in putting upon paper the

picture he has composed. He has seen photographs

of models who have been posed, lighted, and arranged

generally by one of the greatest living painters of the

human figure ; one who is renowned through the whole

of the civilised world for the greatness of his work.

These photographs have, however, fallen short, because

the artist did not realise the fact that arranging a

model for painting and arranging one for photography

demand two totally different processes. A painter has

a latitude which a photographer cannot allow himself.

The photographer has to confine himself to the capacity

of his lens and camera, which will only do a certain

amount and no more.



THE EYE COMPARED WITH THE LENS
AND CAMERA

Therefore, before attempting to lay down laws to

regulate the composition of a subject to be photo-

graphed, let us consider well the material we have to

work with, the capacity of the tool we have to use. A
camera and lens is made on the same general prin-

ciples as the human eye ; there is the objective lens,

the stops, and the sensitive plate. The iris of the eye,

or, in other words, that part which we see to be blue,

brown, gray, etc., is simply a screen with a hole in the

centre ; it is provided with two sets of muscles to

expand and contract the aperture ; its use is exactly

the same as that of the metal stops used in an ordin-

ary lens. Next comes the crystalline lens, and then the

retina, which is a surface sensitive to the action of light.

One difference that exists between the eye and the

camera is that in the eye the rays of light, after coming

through the lens, are concentrated upon one spot on

the retina, while in the camera they cross and expand

again before reaching the sensitive plate.

But the great difference that we have to deal

with is that in the eye the lens is provided with a set

of muscles, the use of which is to reduce the convexity

of its exterior surface and so alter the focus. These
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muscles are smooth, that is to say, they work independ-

ently of any effort of the will. We are quite un-

conscious of their action, which is so rapid that we look

from one object to another at a greater distance and

see them both in focus apparently at once. Such

optical defects as short and long sight—myopia, pres-

byopia, hypermetropia—are simply defects in the con-

struction of the lens, which in one case focuses the

objects it sees somewhat in front of the sensitive spot,

in another at the back of it. While other defects, such

as astigmatism or blurred images, are owing to want of

regularity in the cornea, its surface presenting different

curvatures accordingly as it is measured vertically or

transversely.

It will readily be seen that a lens which has the

power of altering its focus, while taking in the details

of a picture, is a much more perfect instrument than

one which is fixed to all, when the focus has been

decided upon for any one point. An ordinary lens of

course has not that power.

Most photographers know that there are at least two

kinds of lenses used in photography, known as land-

scape or single lenses, and portrait or compound lenses.

The single lens has the quality of showing everything

sharp with a depth of focus that is limited only by the

depth of the landscape, but it shows everything in per-

spective, diminishing in size as it recedes from the eye.

So that in the case of a group of people it will re-

present the ones in front very much larger than those

at the back, although their actual proportions may be

the reverse. This is evidently not a desirable instrument

to produce anything either artistic or mechanically
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accurate, because the nearer the objects are to the lens

the greater becomes the distortion. If a single portrait

is attempted, and it is desired that the head should be

large enough to fill the surface that the lens will cover,

if it is taken in full face, the nose will be out of pro-

portion to the rest of the face because it is nearest, and

every other feature will be the same. Again, a single

lens has this disadvantage. Let us assume that we are

focusing the interior of a room ; well, the front of the

focus will be a curve which will be parallel to the con-

vex exterior surface of the lens, so that if we place the

camera six feet from the floor, and the room is twelve

feet high, then if we focus a chair, let us say eight feet

in front of us, everything behind that chair will be

in focus, and also other things at the sides, above, and

below—things which are a little nearer to us,—and they

will appear disproportionately large. Now the com-

pound or portrait lens is somewhat differently con-

structed ; it is a combination of two lenses, one of which

corrects the distortion of the other ; but then, while

showing things in more correct proportion than a single

lens, it has a very much shorter focal depth ; it is best

adapted to portraiture, where the sitters are brought

comparatively close to a background which limits the

depth of the picture, for copying works of art, bas-reliefs,

statues, paintings, etc.

Of course it may be urged that the human eye also

sees things diminishing in size according to the distance

they are removed from the spectator ; that is perfectly

true, it does, but the human eye is a double instrument

which takes in two views of one object at one and the

same time, in the same way that a stereoscopic view is
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taken. While at the same time it is provided with

some means of combining the two to form one view of

greater roundness and relief than an ordinary photo-

graph will give. So that a single lens is only an

approximation in its results to the views obtained by

ordinary human vision. Then bearing in mind that

the eye changes its focus with every change of the

details of the subject, and so sees each one equally well,

we must consider also that the brain of man plays an

important part. We know that in a suite of furniture

the small chairs of a dining-room are probably all the

same size, so that if our eyes do present images of

similar things different in size, our understanding

accommodates one to the other, and we realise that they

are the same in actual size. If a painter wishes to

give a greater importance to one part of his picture

than others, he may subdue and make subordinate to it

all other parts by painting them in a lower key, by

representing them with a broader handling ; while the

photographer must, in the case of a landscape, take

whatever is there ; he has none of the latitude that his

more fortunate brother in art may allow himself
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Now having considered the difference in the means

employed, let us give some thought to the ordinary-

accepted methods of making use of the means we
possess. In photographic studios we see furniture

screens, backgrounds, and general accessories for the

composition of pictures ; it is usual in ordinary portraiture

to pose and light the sitter surrounded by such accessories

as the operator considers suitable, taking care of course

that all shall be as much in one plane as is consistent

with reason and probability. Then at the back it is

usual to have a level surface, painted either plain, or

graduated, or broken up into masses, or, as is more

frequently the case in pictures of groups or full and

three-quarter length portraits, the background is painted

to represent some scene. Either an interior, or a

woodland glade, a bit of the seashore, a garden, a con-

servatory, a stair, and a hundred other subjects, some

legitimate and suitable, others grotesque and ridiculous,

and it is against the fault of unsuitability I would warn

the amateur. I have seen such combinations as a lady

before a drawing-room background in boating costume

with a boat's scull in her hand, another in a low-cut even-

ing dress, with a snow scene for a background ; carpets

laid on the ground where the background represents a
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forest ; a soldier, with an imbecile smirk on his face,

standing resting upon his sword with his helmet in his

hand, and two flower-pots containing ferns, one on each

side of him ; these, I have been told, were " to balance

the figure." I have seen—who has not ?—at the sea-

side photographers' windows pictures of a mild young

gentleman in a black silk hat and a tail coat, sitting

in a papier-mache boat, so constructed that the spec-

tator can see the whole of one side of it and a large

proportion of the other. Little boys kneeling on tops

of masts, holding on to ropes that are presumably part

of the rigging of some ship, but which evidently have

no connection with any vessel that floats. Pictures of

children playing upon the beach, armed with the

conventional spade and pail, their shadows falling upon

the sails of ships in the distance, and the children

engaged in digging with their wooden spades what is

evidently the floor of a studio.

Then, on the other hand, I have seen pictures of

young ladies, one, say, in a white summer dress, lying in

a hammock, with the background representing a garden,

a book in her hand, her large straw hat upon a garden

seat close by, and the model herself looking up with a

smile, the whole forming a picture which is possible to

all photographers, easy to most, and which does no vio-

lence to one's sense of the probable. It may not be a

very great work of art either in pose or composition,

but it is not a ridiculous absurdity ; it may and does

happen. It is reasonable to assume that a picture taken

of a lady at home sitting in her own drawing-room,

surrounded by objects with which she is familiar, and

with which she is accustomed to be associated, must be
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better than one of the same lady taken in a photographer's

studio, in a pose which she probably never assumed

naturally in her life, and surrounded by objects with

which she is totally unacquainted ; the probability of

the photographer arranging the picture in an artistic

manner is as great in the one case as in the other.

Mark Twain, in the New Pilgriiii^s Progress, has a

passage which ought to commend itself to the notice of

all aspiring artists with the camera. He mentions

that the party with which he is travelling had been

advised to provide itself with a number of blue spectacles,

in order to counteract the glare of the sun, and large

white umbrellas lined with green, and then he draws

the picture they present. He says—I cannot give his

exact words, " We are surrounded by the scenery of the

Bible, the bare desert ground, the dreamy haze of the

distance, strings of sleepy-looking camels stalking

solemnly by, ridden by men in the costumes of the

patriarchs, and lo ! intruding upon a scene like this

comes our mob of spectacled Yankees, strung out in

line, with their elbows flapping, their white umbrellas

bobbing up and down all along the line, out of

time, bestriding and belabouring little donkeys that

are so small, that, in order to keep the rider's

feet off the ground, he must sit with his knees up to his

ears."

That is undoubtedly an incongruous picture. Un-

avoidable perhaps. It does not follov/ that if an

American wishes to visit the Holy Land, he must attire

himself in a bournous and caftan, ride a camel, and

expose himself to a glare of sunlight to which his

eyes are unaccustomed, in order to preserve what
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Mr. Curdle calls the "unities"; but when that gentle-

man is considered as an integral part of the composi-

tion of a picture, he must admit that his little donkey,

his elevated knees, his white umbrella and blue spec-

tacles do not harmonise well with Eastern and Scriptural

surroundings.

Most people are familiar with the old-fashioned

photograph of twenty-five years ago when glass positives

were the fashion, and when gentlemen were posed

with one hand resting on a pillar, a stick or hat in the

other, their eyes fixed and glaring, the head-rest palpably

in view, and the whole presenting a picture of suffering

and misery. Well, I may tell photographers that, judging

by the opinions of great thinkers, such a photograph

is better in many respects than some of the pretentious

jumbles of incongruous nonsense we see nowadays. I

have in my mind at this moment a photograph of one

of the popular burlesque actresses, " with short frock with

many frills and flounces, bare arms, neck, and chest, tights

on the legs, high-heeled French boots. The lady herself

reclining upon a classical marble seat (Greek), a volume

of Punch by her side, and a background painted in

imitation of part of the Alhambra in Spain." I have

known this photograph to be admired ; but it is not

admirable, and such examples should be carefully

avoided by all amateurs. I will quote Mr. Ruskin

upon such matters. In one of his lectures to the

students of South Kensington he mentions that he had

been struck by the utter absence of artistic design in

some of the rustic dwellings of the Scottish highlands
;

and he reflects also upon the very great pre-

valence of art in India and other Eastern nations.

H
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He says then that a superficial reasoner might

assume from our knowledge of Eastern supersti-

tion, from our knowledge of the revolting cruelties

that the Indian character has shown itself capable

of, that art is an associate of moral degradation ; while

the virtue, courage, humanity, and moral simplicity for

which the Scottish peasantry are celebrated, are to be ex-

pected where art is not. This he says is erroneous, the

cause of the existing condition of things is to be found

in the fact that the art of India finds delight in depicting

monstrosities, that it deviates wilfully from nature. Mr.

Ruskin says, " It is quite true that the art of India is

delicate and refined ; but it has one curious character

distinguishing it from all other art of equal merit in

design—it never represents a natural fact. It either

forms its compositions out of meaningless fragments of

colour and flowings of line ; or, if it represents any

living creature, it represents that creature under some

distorted and monstrous form." A little further on in

the same lecture Mr. Ruskin says, " And you see enough

to justify you in suspecting, while if you choose to

investigate the subject more deeply and with other

examples, you will find enough to justify you in con-

cluding, that art, followed as such and for its own sake,

irrespective of the interpretation of nature by it, is

destructive of whatever is best and noblest in humanity

;

but that nature, however simply observed, or imper-

fectly known, is, in the degree of affection felt for

it, protective and helpful to all that is noblest in

humanity.

" You might then conclude further that art, so far as

it was devoted to the record or interpretation of nature,
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would be helpful and ennobling also ; and you would

conclude this with perfect truth."

A little further on he says, " Wherever art is

practised for its own sake and the delight of the work-

man is in what he does and produces, instead of in what

he interprets or exhibits ; there art has an influence of

the most fatal kind on brain and heart, and it issues,

if long pursued, in the destruction both of intellectual

power and moral principle." You might logically infer

another thing, namely, that when art was occupied in

the function in which she was serviceable, she would her-

self be strengthened by the service, and when she was

doing what Providence without doubt intended her to

do, she would gain in vitality and dignity just as she

advanced in usefulness. And this is the truth also. So

long as art is steady in the contemplation of natural

facts, so long she herself lives and grows.

That is the kind of lesson I would like to re-

commend to the photographer. It is pure cold reason-

ing from well considered premises. It is impossible

to talk about the artistic merit of a picture like the

one I have mentioned of the burlesque actress ; it may
be, as it undoubtedly was, a good photograph, well ex-

posed, and most judiciously developed, but that is all, and

that does not alone constitute art, even in its simplest form,

because such a photograph as the one I have mentioned

violates the first principle of art ; it is unnatural, and

on that account bad. No one would attempt to work

out one of the theorems of Euclid who did not first

admit the definitions, axioms, and postulates, Hamlet's

advice to the players is another warning in art, "O, it

offends me to the soul to hear a robustious periwig-pated
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fellow tear a passion to tatters, to very rags, to split the

ears of the groundlings, who for the most part are cap-

able ofnothing but inexplicable dumb-shows,and noise. . ,

" Be not too tame neither, but let your own dis-

cretion be your tutor : suit the action to the word, the

word to the action ; with this special observance, that you

o'erstep not the modesty of nature : for any thing so

overdone is from the purpose of playing, whose end,

both at the first and now, was and is, to hold, as 'twere,

the mirror up to nature : to show virtue her own feature,

scorn her own image, and the very age and body of the

time his form and pressure. Now this overdone, or come

tardy off, though it make the unskilful laugh, cannot but

make the judicious grieve ; the censure of the which

one, must in your allowance o'erweigh a whole theatre of

others. O, there be players that I have seen play, and

heard others praise, and that highly, not to speak it pro-

fanely, that, neither having the accent of christians nor

the gait of christian, pagan, nor man, have so strutted

and bellowed that I have thought some of nature's

journeymen had made men and not made them well,

they imitated humanity so abominably. . . .

" And let those that play your clowns speak no more

than is set down for them ; for there be of them that

will themselves laugh, to set on some quantity of barren

spectators to laugh too ; though, in the mean time, some

necessary question of the play be then to be considered :

that's villainous, and shows a most pitiful ambition in

the fool that uses it."

Now to mention that Shakespeare is a reliable artist

for imitation is about as novel a piece of intelligence as

the time-honoured bit of news relating to the decease
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of Queen Anne. Photographers would do well to

believe that art is not one thing in painting, another

in photography, in sculpture, in architecture, another

in acting, singing, playing upon musical instruments,

in poetry, etc. etc.; but is one and the same thing

in all, and that a man's claim to the title of artist

is to be measured only by the idea he wishes to

interpret in his work. It is customary to talk about

artists and photographers as if they were two different

classes. It is not so, of necessity. I have seen

villainous painters and draughtsmen, men whose work

has fallen immeasurably short of some badly exposed

and badly developed photograph which, however, was an

attempt in the right direction ; while all those artists

with the brush that I have known, whose claim to their

title is best substantiated, are the first to admit the

artistic merit of certain camera pictures. There is a

photograph in one of the shops in the Strand which is,

in the opinion of all the artists of my acquaintance who
have seen it, simply beautiful, a picture of a number

of boys bathing from a boat. They appear to be

unconscious that they are being photographed ; some are

in the water ; some sitting on the gunwale of the boat

;

one scrambling into it. That is a good picture, because

it is natural ; the grouping is good ; it is not a studio boat

with water turned on by the retoucher, but an actual,

real boat, floating on some river ; it is also a good

photograph, the exposure, development, and all that

most operators pride themselves upon, are in their way
excellent. Producing such a picture is " occupying art

in the function in which she is serviceable."
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Now having considered, first, the capacity of the tool

we use, then the faults to be avoided in the injudicious

selection of material, I would like to draw the photo-

grapher's attention to another matter which is of great

importance in the composition of pictures in the studio.

There is one law which is as fixed and immutable for the

painter as for the photographer, and that is the law of

perspective, the law that causes all parallel lines to tend

to one point. All photographers know that as an object

recedes into the background, so it appears to become

smaller ; in fact, all pictures suggest looking down the

inside of a hollow cone.

Now for illustration let us imagine we are looking

upon the interior of a building as in the engraving. We
will consider our eyes to be about five feet six inches

from the ground or floor, then an imaginary line drawn

from our eyes at right angles to the horizon and terminated

bythe horizon is called the line of direction, and thepoints at

either end of it are called the points of sight ; it is easy to

understand that any object that may intervene belowthe

line of direction or below the point of sight we shall look

down upon, and any that is above it we shall look up to
;

thus in the picture we are considering we shall look down

upon the floor the whole of the distance. Now we see
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that the bases of the cylindrical pillars which support the

roof rest upon the floor, a line traced round the base of

each pillar should describe a circle upon the floor. Let us

then take a piece of card cut in the form of a circle and

lay it upon the floor several yards in front of us, and

we shall see that it becomes elliptical in form ; let us

walk farther away, and we shall see that the ellipse be-

comes flatter the more we recede from it. A glass

tumbler resting upon the floor will afford another good

simple illustration ; let us now raise the tumbler until

the circular top of it is on a level with our eyes, and we

shall see that the circle which had become an ellipse on

being placed on a level with the floor, and at some little

distance in front of us, has now become a straight line,

so that Ave may say, a circle placed horizontally on a

level with our eyes appears a straight line. Let us now

raise the tumbler still higher, and we shall see that the

straight line becomes a curve again, until, when it is the

same distance above the point of sight as it was origin-

ally below it, it assumes the same elliptical curve it had

when we first considered it.

Now we should remember that all shapes in any

picture we may attempt are governed by the same law
;

whether they be houses, trees, cattle, figures, mountains,

lakes, or valley, groups of people, or what not. There-

fore if we wish to represent any number of objects in

their proper relative proportions, we must remember

that all must be seen from one point of sight. I have

drawn attention to this in order to emphasise the

necessity for care in the selection of backgrounds, and

not only in their selection, but in the proper placing of

them in the studio. The commonest mistake that
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is made is to get a background painted to look like

some interior, with at least half a dozen points of

sight in it, in fact, the lines pointing anywhere in

general and nowhere in particular ; and then to crown

this mass of absurdity, a figure is posed in the fore-

ground and photographed from another point of sight.

Sometimes this is not all. The folly of the thing is

rendered still more glaring by wings hinged upon the

background at its sides, painted in imitation of windows,

doors, etc. And then you hear a lot of stuff talked

about the " opposition of lines," about " breadth," etc., ad

nauseani. If a photographer goes to a cheap background

painter, he may expect to get something faulty, and the

commonest fault of that fraternity is, they know nothing

whatever of perspective. It is the practice of one of

the best photographers, who is also an excellent draughts-

man, to arrange a model in the studio, and then paint

a background that shall suit it—that is reason, and art

of a high order may be expected from so conscientious

a practitioner. I am speaking of Sarony of New York,

from whose studios some of the best photographs ever

done have proceeded. Unfortunately this is out of the

reach ofthe ordinary photographer ; then he should think

if there is any way of meeting the difficulty, and if he

cannot paint his own background to suit each subject,

and cannot afford, or does not feel willing to pay a com-

petent artist to do it for him, why then, as Dogberry

says, in his charge to the watch, " the less you meddle or

make with them, the more is for your honesty." The

best background I know is either a plain one, or one in

which masses of light and shade are shown without any

positive shape being indicated ; if the photographer has
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posed a figure, and he feels that a little light or shade

here and there on the background will be an advantage,

let him put it on himself with a little powdered chalk

and charcoal. This is done in many of the first-class

studios, and the result is always better than the more

pretentious but more faulty painted background where

everything is pretended and nothing really done.

I am aware that this is flat heresy, that photographers

may say that backgrounds, such as any one may buy for

a sovereign or two, make up beautifully, and that it is

hypercritical to say that it is not artistic to use them for

ordinary work. To such I would reply in the language

of Mr. Ruskin in Modern Painters, " It is sufficiently

evident there is no process of amalgamation by which

opinions wrong individually can become right merely

by their multitude." I may also add that the opinion of

the educated public tends to the same idea. I have

frequently heard Mr. William Downey, the photographer,

say that amongst the thousands of photographs taken

in his studios for publication, the best have been those

taken against a perfectly plain or very slightly graduated

background, so that the amateur who confines himself to

that which he can do well, and does not attempt to rush

in where photographers of forty years standing fear to

tread, will be following a better standard than the

one who is devoured by ambition, and who fancies that

Michael Angelo and himself are two people of almost

identical capacity.
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Mr. Ruskin says, " It is far more difficult to be simple

than elaborate ;
" so that a photographer who binds him-

self down to that which is possible, need not think that

he is degrading his genius. Oliver Wendell Holmes says

that in all human affairs perfection is attained by pro-

ceeding from the complex to the simple. One need

only go to the South Kensington Museum to see this.

Stand before the old steam-engine, " Puffing Billy," and

look at the scaffolding of pipes and rods, cranks and

pistons, and then look at a Great Northern Railway

Goods engine ; it will suggest an engine with all its

working gear removed. Mechanics have discovered

that such and such a rod is superfluous, that such a

steam-pipe need not traverse the whole length of the

fabric, and so on, until it has become simplified to what

we know it. The upshot of all this is to point out to

the amateur that as the means he employs are of a

restricted kind, so the difficulties of composition of an

elaborate kind are almost insuperable, therefore he will

attain the greatest measure of success if he will only

attempt simple subjects. I have seen books which

quote some of the works of the great painters con-

taining ten or twelve figures as suitable subjects for the

amateur to try and imitate. I consider such advice is
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misleading, because there is so very much to be attended

to in the disposition of one figure only ; and, moreover,

as only certain poses are suitable for photography of

even one figure. For instance, if a man is to be photo-

graphed on a half-plate with a cabinet lens, let us sup-

pose an archer in the pose of " Teucer," by Hamo
Thornycroft ; well, there are only two views which can

be taken with any degree of accuracy, by means of

photography,—they are either direct in front, or direct at

back. This is owing to the fact that the lens which

gives least distortion also has the least depth of focus. I

suppose the figure is sufficiently well known, but in case

it is not, I will describe it. It is the figure of a tall

slender young man standing upright with the legs, feet,

and body facing one way, the left arm is extended as

far as possible towards the left, the hand clenched,

apparently grasping a bow. The head is turned, facing

the left hand, the right arm is raised, so as to bring the

hand about on a level with the chin, and is apparently

pulling upon the bowstring. Now it is certain that if

we were to attempt to photograph this figure from the

left hand with a landscape lens, we should get the left

hand disproportionately large, if from the right hand

the right upper arm and shoulder would be too large,

while the left hand would, if visible, appear as the hand

of an infant.

I have made a sketch of the Perseus, with the head

of Medusa, from a photograph of the statue in the

Vatican, which affords another good example of the

same idea ; in fact, it is better than the other, because

there is still greater difficulty in this case. The left

arm, as you see, is extended to the left, holding the
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Gorgon's head, while the right is partially extended in

the opposite direction, giving a breadth of picture which

in actual measurement is only one head short of the

entire height of the figure. Now if we attempt to

photograph this with a landscape lens, we shall get the

same disproportion that we should in the former ex-

ample—that is, if we take our station at the side, while

if we use a portrait lens from the same position, one hand

might be in focus, the other could not. There remain

only two views then which will give us any measure of

accuracy either from the front or back, and no one will

dispute that the front view is best ; therefore we have

arrived at the fact that there is only one view which is

suitable, and the reason for this obtains in photo-

graphing every single figure, or every group of two or

more. We must therefore endeavour to pose our figures

so that they shall occupy a plane which shall as near

as possible be parallel to the front of the lens ; if it is

only one figure, it must be disposed according to the

same rule, or we shall have to sacrifice either sharpness,

or proportion, and we cannot afford to lose either. A
man must not be posed, sitting in a chair facing the

camera, with his head leaning back, and his hands placed

upon his knees, or we shall find his hands enormous or

blurred. Try to get each part as much in one plane as

possible, and then have that plane parallel with the front

of the camera. And in considering a subject before

posing, we shall do well to remember what Leonardo

da Vinci says in his Essay on Composition, " Observe

decorum in everything you represent—that is, fitness of

action, dress, and situation, according to the dignity or

meanness of the subject to be represented. Be careful that
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a king, for instance, be grave and majestic in his counte-

nance and dress ; that the place be well decorated ; and

that his attendants or the bystanders express reverence

and admiration, and appear as noble in dresses suitable

to a royal court.

" On the contrary, in the representation of a mean

subject, let the figures appear low and despicable ; those

about them with similar countenances, and actions

denoting base and presumptuous minds, and meanly

clad. In short, in both cases, the parts must correspond

with the general sentiment of the composition."

Now this principle, although the essay containing it

is addressed to historical painters, is just as necessary

to be observed by photographers. Any one who has

seen Edward Righton, the actor, dance a burlesque

imitation of a premiere danseuse, will realise how

utterly ridiculous want of suitability and propriety may
look. Imagine a short, stout, comfortable - looking

gentleman, of the Mr. Pickwick type, dressed in a very

low cut bodice, with exceedingly short skirts of muslin,

pink tights on his sturdy legs, aping the lightness and

grace of a young woman. Of course this is a very

far-fetched simile, but we see photographs of women
who are evidently domestic servants or something

of the sort, trying to look easy and comfortable in

poses of exalted dignity, with palatial vistas painted

on the background. Or else it is a picture of

some old gardener standing bolt upright like

a soldier at attention, dressed in immaculate black

broadcloth that may have been bequeathed to

him by his father. Of course it would be despic-

able to sneer at the fact that a poor old man
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should dress himself in the best clothes he possesses,

but that is no reason why the photographer should

try to make him stand like a footguard on parade.

Leonardo da Vinci says, "The motions of old age

should not be similar to those of youth, those of a

woman to those of a man, nor should the latter be the

same as those of a boy."

A great deal has been said about the necessity for

the maintenance of a pyramidal shape in the composition

of a group of figures, and accordingly we see conscien-

tious photographers trying to maintain that character

in their groups without having first considered why a

pyramid is a desirable form to be copied either in a

group or in the composition of a single figure.

A pyramid suggests one character beyond all others,

and that is repose, which also implies solidity and a

perfect distribution of weight, without which there can

be no repose. Therefore we may assume that groups

of figures that are intended to indicate a number of

people in solemn conclave, may be arranged with perfect

propriety in a somewhat pyramidal form, not too pro-

nounced ; we must not invite the somewhat equivocal

praise, " Notice how well he has arranged them in a

pyramid." There are other forms to be observed quite

as much as that. If we are arranging a family group,

we may remember the pyramid, but do not let us attain

it by placing the head of the family in the centre, and

the children grouped round him, the smallest at the

sides ; the trunk of a tree is very seldom the highest

point. A pyramidal character may be attained by having

the parents sitting somewhere near the centre, and the

female members of the family, for the most part, sitting,
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the males standing, although it is permissible to place

an elder daughter standing ; and in arranging them, let

a son, we will say the eldest, stand with his hand on his

mother's shoulder, so that he forms the highest point of

the group ; a daughter may be placed next to the father,

a young boy of twelve or fourteen close to the mother,

also a grown-up daughter next to the mother, and

the youngest, if a girl, may be placed between the

father's knees. This is the order in which the sym-

pathies and affections frequently arrange themselves.

The eldest son generally invests himself with the dis-

position of the destinies of the entire family ; certainly

if he is a right-minded man, he extends his august

protection over his mother ; the boy of twelve will

certainly be near the mother in most of the events of

his life, for is she not as a shield and a buckler to him

at times when his propensity to mischief has brought

him into contact with any of the others ? She is his

city of refuge, to which he flies when the avenger pursueth,

and in most young boy's lives that happens hourly.

If it is intended to introduce the figure of some

favourite servant, such as the nurse who has grown

old in the family, let her be placed sitting at the

side.

The father should be placed in a position of dignity,

not stiff or formal but certainly dignified. The eldest

son will probably attend to that appearance in his own

proper person. The greatest variety of pose may be

attempted in the younger female figures, but the poses

should all of them be quiet and simple. The pose of

the boys may be suggestive of a restrained vitality, one

hand being held by the nearest adult. The mother
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should be posed simply, care being taken that her hands

are not brought too prominently forward.

I make no excuse for attempting to show how a

family may be posed and arranged, because, although I

maintain it is extremely difficult to do it really well, I

am aware that it is one which the amateur will infallibly

be called upon to attempt whether he is willing or not.

It takes the same position of importance in the family

album as the favourite horse or dog, both of which we

shall have to consider,

I have brought into notice the arrangement of a

family group because it is one of the illustrations in

which the pyramidal grouping may be observed. But

because that form is legitimate in such a composition,

it by no means follows that it should be the invariable

rule to be followed in all groupings.

One of the most perfect examples I know of a

single human figure forming part of a pyramidal group,

is the bronze of an Indian mounted on horseback, and

thrusting at a serpent with a spear, the work of Mr.

Thomas Brock, purchased by the Royal Academy under

the terms of the Chantry bequest. But we must bear in

mind that it is illustrative of action only on the part of

the Indian ; the horse is helpless, the serpent is coiled

round one of the horse's hind legs, and is also com-

paratively motionless. In fact, we might almost consider

the Indian to be motionless also, because, although I

have said thrusting at a serpent, it would be more

correct to. say about to thrust at a serpent. His right

arm is partially extended above his head, the hand

grasping the spear, close to its head, and about to use

it as a dagger ; his left hand grasps the reins so as to be
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ready to control the violent action of the horse, which

will immediately follow the blow that shall relieve him

from the restraint that is being put upon his movements

by the constrictor, for it is evidently a serpent of that class.

I may mention another instance of the pyramid in

the grouping of two figures,
—

" Harmony, " by Frank

Dicksee ; repose is again indicated ; the action of the

female figure is very slight ; the idea conveyed is some

andante piece of music being performed, full of grand,

solemn chords

—

" Untwisting all the chains that tie

The hidden soul of harmony."

Now if we want to consider whether the great masters

of art confine themselves to this rule of pyramids, let us

examine some of their works. I have before me an en-

graving of Rembrandt's picture of the " Five Syndics ";

it represents five figures of men (I presume it is known

that a syndic is a public officer in Holland) ; they are

with one exception sitting, the exception is standing in

a stooping position ; they are all in one plane, or very

nearly ; at the back stands a clerk, bareheaded ; the

syndics are wearing broad-brimmed Dutch hats ; a line

traced along the tops of their heads will not be a pyr-

amid, but will be another and more important line in

art, that which is known as Hogarth's " line of grace

and beauty." All are turned towards the spectator,

and we may imagine them sitting in conclave, listening

to some report, some statement, or complaint upon

which they will be expected to give their opinion.

This picture is possible in photography if a good lens

is used.

I turn to another illustration in order to show that

I
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the great masters did not adhere to one rigid rule in

any composition. This illustration is Christ bearing

the Cross, painted by Raphael, in which the figure of

Christ is actually the lowest in the picture. In another

picture of the same subject, the work of Albert Durer,

Christ is in the same position ; the incident chosen is

when Christ fell down, overcome by the weight of the

Cross ; but though lowest in the picture, He is still the

centre of interest ; and that is what constitutes the

key of the picture. Such compositions would be

impossible in photography ; I merely mention them to

show that there is no hard-and-fast rule that will apply

with equal force to all subjects. Any one who attempts

to lay down a rule to be always observed, does that

which is ridiculous ; in the language of Leonardo, " The

parts must correspond with the general sentiment of the

composition." And if an artist attempts to paint Christ,

who " gave His back to the smiter, and His cheeks

to them that plucked off the hair," he would scarcely

represent Him in a position raised above others in the

picture. In the composition of the Last Supper the

positions are changed ; there He is represented as the

central figure of a group of men who have been

accustomed to regard Him as Divine, but mark how

the principles laid down by the great painter are

carried out in his own work. Christ called Himself the

" Son of ]y[an ;" He is represented as man, and man only,

not raised above His fellows, but on the same level ; the

space that exists between His figure and those of His

nearest disciples is simply the deference that would be

paid to the Master ; and that space is all that is

necessary to distinguish Him from the others.
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Photographers might say, " What possible con-

nection can there be between Leonardo's picture of the

Last Supper and the principles of composition to be

observed in photographing a single figure of a man or

woman in modern dress ? " which is what we want to be

informed about. The connection is this : The principle

involved in the one is the same as that which is

necessary in the other, and that if we would understand

the methods employed by the great masters, we must

associate ourselves with their works. For, says Sir

John Falstaff, "it is certain that either wise bearing,

or ignorant carriage, is caught as men take diseases

one of another ; therefore let men take heed of their

company."

Moreover, the great masters have considered the

subject in its smaller details, such as a single figure
;

and as a single figure contains all the principles that

a group necessitates, so we will consider what we
should avoid and what approach in the composition of

a single figure picture. We will commence with a

simple head and first take the pose. I have heard

photographers lay down as a general axiom that the

head should be turned from the body, which should

also be turned from the spectator, and the eyes from

the direction in which the head is turned, so as to give

action to the picture. This is wrong. Such an arrange-

ment is permissible in a full-length figure, because we
will assume that a person is standing, say with his body

turned at an angle of twenty degrees from a plane at

right angles to the line of direction. I have previously

indicated what is the line of direction. This person's

attention is called in another direction ; he slightly turns
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his head to the new source of interest, and in the very

act of turning his attention is arrested and directed to

another point ; the eyes turn in the direction of the

interruption, and the result is the three positions which,,

taken collectively, do not indicate any special idea, and,

as Leonardo says, " A figure which does not express

by its position the sentiment and passions by which

we suppose it animated, will appear to indicate that its

muscles are not obedient to its will, and the painter

very deficient in judgment."

Now a simple head and shoulders will not be

sufficient in itself to convey a good idea of shyness,

as in a child, when the three positions of the body, head,

and eyes might happen ; moreover, you cannot pose a

child to look shy. If you do attempt it, the result will

be very artificial.

Let us rather consider the statue of the Fighting

Gladiator, in which there is action enough to please any-

body. It is the figure of a young man, with every

muscle trained, hard and fine ; he is armed with a short

sword, designed more for thrusting than for striking, a

shield has probably been on the left arm,—it is at least

suggested ; the figure is posed to convey one idea only.

Every one who has seen two men fighting will have

noticed how each combatant describes a circle round

the other, each one trying to find an unguarded spot

;

this is what the Gladiator is doing, and the statue re-

presents him in the very act of warding off a blow or

thrust from his opponent ; his whole energy is directed

in one curve. Examine the engine turned back of a

watch case, and you will see a lot of curves that proceed

from the edge towards the centre. Although the curves







SIMPLICITY IN COMPOSITION 117

on the back of a watch have this appearance, on being

examined with a magnifier, they are seen to be really

different. It is a curve like one of them that he is

describing; his attention is fixed on two ideas only—one

to protect himself from his antagonist, and the other to

find a suitable place to strike.

Again, take the figure of Antinous, an outline of which

will be found on the opposite page, and you will find

that simplicity of pose is its distinguishing characteristic.

Remember the Apollo Belvedere, the Venus of Milos,

any one of the well-known statues of antiquity, and you

find that as the head is turned from the body, so the

eyes will be found to follow the same direction. Now
there is nothing in that rule to be avoided in photo-

graphy, but the reverse ; so we may settle it that in

the pose of a simple head the eyes should be turned in

the same direction as the head, which may be turned

upon the shoulders as much as your taste dictates, of

course within reasonable bounds.

I have seen the written opinion of one of our pro-

minent photographers, in which he says that the head

should be turned from the light. So it should, in some

cases, but not in all, nor yet in half, because as art is the

interpretation of all that is best in nature, so that art

that distinguishes the best view of a face and the most

suitable lighting for it, best fulfils the purpose we are

adapting it to ; and it is indisputable that some faces are

best in one position only ; either full, or three-quarters, or

in profile, with the head raised or lowered, according to

that part which we wish to bring forward or to subdue.

I have in my possession an engraving of a portrait of

MoHere, painted by Mignard, in which the face is turned
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directly to the light. Most people have seen the portrait

of Mrs. Siddons in the National Gallery, painted by

Gainsborough ; the head is in profile, turned directly to

the light. Also the picture of a " Parish Clerk," by the

same artist, also in the National Gallery ; in fact, if one

has time to walk through that splendid collection with

a note-book, he will find hundreds of instances of por-

traits and heads which are simply studies where the face

is turned directly to the light. There is no rule that

can be considered arbitrary ; and the person who attempts

to form one, without showing full and indisputable

authority, should be treated with reserve, as any standard

that a beginner is to follow should be attended with such

reason that it leaves very little room for doubt and

indecision. I know those who try honestly to com-

pose studies for photographic studies based on some pre-

cept that has been instilled into them. They do not know

why they believe such and such a method is right, beyond

the fact that some one who ought to know has said

it is. That is weak. Settle each point as you go on.

You would not put the plate into the camera if you were

uncertain whether the focus was right or wrong
;
you

would not take the cap off the lens if you doubted whether

there was a plate in your slide or not
;
you would try

and be sure of each stage as you proceeded. Still more

necessary is it to have a definite reason for each part of

your composition ; to do nothing by guess work, trusting

that it would come out all right, because that is a very

excellent method to obtain a very large percentage of

work that is all wrong.

I would advise all photographers to go to the National

Gallery, the South Kensington Museum, the Academy
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in the season, and if time is not an important consider-

ation, to any of the good exhibitions of pictorial art,

to examine closely the works of great artists,—Reynolds,

Lawrence, Gainsborough, Lely, Holbein ; and in our

own time Millais, Watts, Sir F. Leighton, Culess, and

any others who have attained celebrity in the artistic

world, and about whose work there is no very great dis-

pute. Study them carefully, read good standard books

on the subject—books that are recommended by artists to

artists ; do not be satisfied that because your lens and

chemicals will produce a representation of some object,

that on that account you range up alongside the men

who have been trained from boyhood to old age to draw,

as some photographers maintain, with less accuracy than

the camera does.



FULL AND THREE-QUARTER LENGTH
STUDIES

Now we will assume that we have taken some good

pictures of single heads, and would like to try a full or

three-quarter length study. If we are dealing with a

modern subject, such as a lady in an ordinary morning

dress, standing, we must endeavour to keep the pose

quiet, if nothing but a portrait is intended. First

consider which is the best side of the face, which is the

best view of the face, whether profile, full face, or three-

quarters. A face which has weak or very irregular

features may with propriety be turned from the light,

and we can settle that point very easily, because if the

general expression be bad, it is not well to let too fierce

a light play upon it ; remember " the rich attorney's

elderly ugly daughter," who " would very well pass for

forty-two in the dusk, with the light behind her." If

the subject has a clear-cut Grecian profile, straight nose,

small mouth, firm chin, long full neck, then we may
consider that a profile view will be suitable. If we

decide upon that view of the face, pose the body simply.

It is quite legitimate to have body and head turned in

one direction, because a lady of exceptional classical

beauty will most likely be aware of her gifts, and will

not be in the habit of looking about to see if she is
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admired quite so much as another might who was at

all uncertain about so important a matter. A slight

change in the position of the body and head will also

be good. Keep the head well raised, with the eyelids

slightly drooped if the subject is tall. If you decide to

have the body turned full to you, let the head turn

slightly from you, let the principal weight of the body

rest on the foot on that side to which the head is turned
;

that will raise the corresponding shoulder a little higher

than the other, and will give variety to the pose of the

head and shoulders. In any case keep the hands low ; one

may rest easily upon some article of furniture, the other

may hold some trifling object, such as a fan, a book, etc.

Another suitable pose for a lady, standing, is to have the

body turned at an angle of about eighty degrees from

the line of direction, the head turned round almost

full to the camera, and the eyes directed to the camera

or a little above it ; both hands may rest on the back

of a chair, easily and naturally. Be very careful to avoid

any stiffness in the position of the hands, and at the

same time endeavour to place them so that they do not

present the broadest view of them to the spectator. In

this pose the light may proceed from either the side to

which the body is turned or from the opposite ; either

side will be suitable.

A good pose of a sitting figure of a lady is to have

face, body, hands, and feet all turned one way—that is,

at an angle of about forty-five degrees with the line of

direction, the hands clasped loosely on the lap, the

light to proceed from a point, so that the highest light

falls on the temple nearest to the camera.

Another variety of it is to have the body, feet, and
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hands turned at the same angle as in the foregoing pose
;

in fact, the only difference in the pose to be that the

head is to be turned three-quarters towards the camera,

the eyes to follow the pose of the head, but to be rather

more turned towards the camera ; the light in this case

to proceed from a point almost opposite the camera ; of

course higher than the camera level, so that it does not

shine directly into the lens, or you will get halation •

the light in this case is to strike the head first on that

point that is farthest from the camera, so that all the

light that is on the face is to come from reflectors ;

this will give a very charming effect if the subject is

young and pretty. The hands may be lightly clasped

on the knees, and holding a fan, which should be closed

and hanging down in front of the knees ; the body may

be bent forward, so that the wrists will be bent over the

knees ; the head raised slightly, and the face to wear an

expression of listening attention ; the figure should be

sitting on a low seat in an evening dress and wearing

suitable ornaments.

Another good pose is to have the sitter reclining

in a lounging chair, leaning back with the head turned

almost directly full face, and the light falling so that

the side of the cheek which is nearest to us is in

soft shadow ; the arm which is farthest from us may

rest on the arm of the chair, the other hand may rest

on the lap and may hold a book, a flower, a fan, or any

small article that is suitable, so that the fingers be not

too spread out.

Another simple pose for a lady is to be sitting at

a table or writing-desk, with paper in front of her, a

quill-pen in her hand, the head bent slightly forward.
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the eyes turned down upon the paper ; one hand may-

hold the leaves of a book open upon the table, some

small object, such as a vase of flowers, or, better still,

one or two flowers in a glass of water, may be placed

among the articles on the table ; but do not have a

bust or a large statuette upon the table—you do not want

the interest of the picture divided ; this may be lighted

from a point immediately above the camera, the light

falling directly upon the cheek nearest to us ; or the

light may proceed from a point in front of the sitter.

A lady may be posed sitting at a piano—that is, of

course, if she is a pianist, not otherwise—with both hands

resting upon the notes, not leaning upon them
;
perhaps

upon the ivory keyboard would be the more correct

term. The head in this case may be turned round to-

wards the operator, and a pleasant expression of atten-

tion on the face, as if at the conclusion of some pleasing

piece of music having been played, the performer were

asked some question relating to it.

A lady may also be posed reclining upon a couch,

not lying upon it, as that is a position demanding so

much care in its arrangements, but slightly raising her-

self on one elbow, a book in one hand, a small occasional

table somewhat in front of the foot end of the couch,

with a vase of flowers or a fern in a pot upon it, a

paper-knife, a fan, or any small article that does not

appear out of place.

Elderly ladies should be posed in positions that

are suggestive of comfort, and at the same time on

dignified, capacious armchairs ; and, in the case of

extreme age, footstools may be introduced, because

as ladies get into years they pay more attention to
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catching cold, or rather to avoiding that inconvenience,

than do the young, who sometimes might be represented

sitting on a balcony or terrace outside a ballroom, with

their throats and chests exposed, eating Neapolitan ices

and courting pneumonia. But as the object of this article

is not to show how to produce a picture of human folly,

we will not go into the details of that composition.

Almost any simple lighting will suit old age except,

we remember, that if the. light is too high and too much

in front, the eyes will be lost in shadow, the upper lip

will be too pronounced, the shadow on the neck will be

very black.

In posing and arranging men in modern English

dress do not attempt much variety. Avoid display. Be

careful not to make a man look like " Arry "
; a gentle-

man does not walk using his elbows as fins, and when

he sits or stands, his sense of decorum prohibits him

from assuming any vulgar or grotesque attitude ; try and

attain the mean between dignified self-control and stiff-

ness. Oliver Wendell Holmes says that a gentleman is

" calm-eyed and firm-mouthed ;
" and I suppose that if all

our sitters are not gentlemen by birth, instinct, and

education, there can be very little harm in making them

look as if they were intellectual. Holmes says, " Vulgar

people cannot control their limbs and faces." And one

reading of that may be that a man of a vulgar type of

mind—that is, a common type—cannot assume an ex-

pression of ease and self-control. The Italian maxim,
" Never display wonder " {nil admirari), is one that is

very seldom followed in the bucolical districts. How often

do we see in country photographers' windows pictures

of men with mouths in the highest state of development
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but brains evidently in embryo; some looking as if

they feared the camera was an infernal machine which

was likely to explode at any moment if they relaxed a

muscle ; others looking as if it were an instrument

gifted with a malignant intelligence, and needed concili-

ation to incline it to mercv?
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On the subject of lighting considered simply, I cannot

do better than quote verbatim from Leonardo da Vinci,

" If you wish to make good and useful studies, use great

deliberation in your drawings, observe well among the

lights which, and how many, hold the first rank in

point of brightness and go among the shadows which

are darker than others, and in what manner they blend

together ; compare the quality and quantity of one

with the other, and observe to what part they are

directed. Be careful also in your outlines, or divisions

of the members. Remark well what quantity of parts are

to be on one side, and what on the other ; and where

they are more or less apparent, or broad or slender.

Lastly, take care that the shadows and lights be united,

or lost in each other, without any hard strokes or lines

;

as smoke loses itself in the air, so are your lights and

shadows to pass from the one to the other without any

apparent separation."

Sir Joshua Reynolds frequently inculcated these

precepts in his lectures.

Leonardo da Vinci also warns painters against a

fault, which warning applies with the greatest force to

photographers. He says, " Lights separated from the

shadows with too much precision have a very bad
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effect. In order, therefore, to avoid this inconvenience,

if the subject be in the open country, you need not let

your figures be illumined by the sun ; but may sup-

pose some transparent clouds interposed so that the

sun, not being visible, the termination of the shadows

will be also imperceptible and soft." Mark that he says,

"need not be illumined by the sun;" he does not say,

" must not." The common error photographers fall into

is to be satisfied with producing a good negative—that

sis, one in which the lights and shadows are clearly

defined,—and having attained that, they call it " a good

picture ; " brilliancy must not be put before every other

consideration.

To quote further from da Vinci, " Be very careful

in painting to observe that between the shadows there

are other shadows ; those shadows which in nature

are undetermined, and the extremities of which can

hardly be perceived, are to be copied in your painting

in the same manner, never to be precisely finished, but

left confused and blended.

" A small light will cast large and determined

shadows upon the surrounding bodies ; a large light,

on the contrary, will cast small shadows on them, and

they will be much confused in their termination ; when

a small but strong light is surrounded by a broad but

weaker light, the latter will appear like a demi-tint to

the other, as the sky round the sun ; and the bodies

which receive the light from the one, will serve as

demi-tints to those which receive the light from the

other.

" You must not mark any muscles with hardness of

line, but let the soft light glide upon them, and
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terminate imperceptibly in delightful shadows ; from

this will arise grace and beauty to the face."

Now these precepts are addressed to painters, to

artists who have colour at their command ; how much

more forcibly do they apply to photographers who deal

only in monochrome, and whose work, if it looks hard

in the original subject, will appear additionally so when

restricted to the ordinary conditions of photographic

printing ?



PHOTOGRAPHIC COMPOSITION OUT-

OF-DOORS

I HAVE recently seen a number, of negatives, taken

by a lady, which have comprised about thirty different

subjects, and they have, with one or two exceptions,

been taken in the very worst manner as regards

composition—portraits of gentlemen sitting in garden

chairs, with the head placed in front of a tree trunk

about the same width, apparently, as the head. One

of a gentleman sitting on a seat with a hard horizontal

line in the background coming just on a level with the

chin, and apparently cutting off the head of the figure
;

another of a small man sitting on a low seat with the

camera placed very much higher than the head ; and

numerous instances of a like nature.

The best lens for outdoor portraiture is a rapid

rectilinear, because there is less distortion than is

produced by an ordinary landscape lens, and greater

depth of focus than a portrait lens will give, while at

the same time the depth of focus is not great enough

to render all objects behind the sitter quite sharp. If

you are taking a single figure, endeavour to get the

subject in front of a mass of light and shade which is

sufficiently broad, so that no hard line impinges upon

the outline of the head ; endeavour to arrange the

K
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figure with the background, so that there is sufficient

relief to the parts that you consider should be most

prominent.

Leonardo da Vinci says that the ground that

surrounds the figures in any painting ought to be

darker than the light part of those figures, and lighter

than the shadowed part. This is of course the

fundamental rule for the proportion of all backgrounds
;

if you depart from it and have, say a figure which is

darker on its lights than is the background, you will

produce a picture of a negro ; if, on the contrary, the

background be darker than the darkest part of the

picture, the result will be very hard indeed. I know

such pictures are sometimes admired in photography,

but they are tricky and bad.

If your figure be dark, place it on a light ground
;

if it be light, upon a dark ground ; and if it be partly

light and partly dark as is generally the case, contrive

that the dark part of the figure be upon the light part

of the ground, and vice versa (da Vinci).

In the composition of many figures, observe that

the parts of these different subjects ought to be darker

in proportion as they are lower (da Vinci).

There is one warning that should be particularly

addressed to photographers, and that is : There is no

beauty in a photograph as a work of art if it depends

entirely on the perfection of negative, the nicety of the

exposure, or the judgment displayed in its development.

A negative may be soft, round, brilliant, good in colour,

and well adapted for printing ; but if it be posed

badly and lighted badly, then it is rubbish, and I

would strongly advise photographers to pay the greatest
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attention to those qualities, and then if the negative be

good photographically, so much the better. In con-

clusion, let me say, that as the scope of the art is

limited, so the ambition must be, and any one who

teaches that in photography as much can be done as

in painting, is either ignorant or misleads wilfully. I

know personally some of the very best photographers

in the land, and have been intimately associated with

their work for some years past ; many thousands of

their negatives passing through my hands. All are

agreed on the main points ; there is little or no rivalry

amongst them as producers of negatives—that is

accepted as a matter of course ; it is as artists they

compete ; and nowadays the photographic artist is a

very different being from the gentleman of some years

ago, whose ambition did not soar above a quarter

plate full-length figure. But even now, with the

enormous advance that has been made, the best men
are those who, recognising the impossibility of their

becoming universal, endeavour to do one thing, and do

that one thing- well.

THE END

Printed iy R. & U. Ci.ark, Limited, Edud'uroJi.
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MARION'S

PHOTOGRAPHIC PUBLICATIONS.

PRACTICAL GUIDE TO PHOTOGRAPHY. By Marion &: Co.
New Edition. Revised and Enlarged. i8th Thousand.

2s. 6d. Post free, 2S. pd.

A TREATISE ON THE ART OF RETOUCHING AND FINISHING
AND COLOURING OF PHOTOGRAPHS. By Robert Johnson.

2S. Post free, 2S. 3d.

PRACTICAL GUIDE TO PHOTOGRAPHIC AND PHOTO-
MECHANICAL PRINTING PROCESSES. By W. K. Burton.

4s. Post free, 4s. 4d.

THE PHOTOGRAPHIC STUDIO: A Guide to its Construction,
Design, and selection of a Locality. By T. BoLAS, F. C. S., F.I.C.

2s. Post free, 2s. 3d.

FLASH-LIGHT PHOTOGRAPHY. 4 Illustrations. By Robert
Slingsby.

4s. Post free, 4s. 4d.

THE PHOTOGRAPHER'S NOTEBOOK, with several valuable
Tables. By Sir David Salomons.

IS. Post free, is. 2d.

PHOTOGRAPHIC NOTES. A large variety of useful mathematical
formulae on different subjects connected with Photography and Photo-
graphic Optics.

Price IS. Post free, is. 2d.

MARION & CO., 22 & 23 Soho Square, London, W.



136 AD VERTISEMENTS

CO

P5

LlJ ra

_l tdD

Q. o
rf
-rH

CO 4^
o

"Z. <jo ,

cc p

o
+=

CO ^
LU ifO 1
QC 02
Q-

+3
Oj

<1

1 -o^iT) otrioo
E^H

•uoisinuig;

rs
XuispBoy • m in • • 00 ro -s- H • ;

'. '.

^ M H N ro

'_S

.'"'3

cs
O u

S"
%^
3

•uoisinuig; T30VD 00 CO 00

1
snoauEjiTEjsu]; •rOT^• -vD -HN -tvin' • ^ '

JO ^lEUipjQ H H H «

n

•uoisinrag
n^ 00 t^ o\ OO 00 -^co

AraspBoy
^''^ TJ Cr/^W'-a- \0 K ChOO
^'3 u5 u "^ H H N in

o

•uojsjnmjf
Sn03UB5U13}SUX

^X50*<^ H DO CO-^Ti-

f^uJNCo' "n-" "co '-;hHI>."

JO AjBUipjQ

OJ^ d) /-<.

„ 0,1^ sJaS c .

"c c fc =^ ^ CL, n! DTSOOOOOt^MNmOmnOroOOvD'OO
rt"-S 4)i-lj3 ui-f o . *"*

^ .12 T3 C O -S " •XJtfiHHHWMMONNWrO-^lOCvOCOOOHN
O 0) t! a> 'ti iJ

UOjil-gS.-o
J30 rt 2> o.

ijw nc

&?? & • &o c .

a rt a-^ a § Jj-qvovo^ iO ^O moo O VOVOOOOOOO
<B S 0) 2 O Bdjq -csi tji3
cS^ c8 fn c8 C

n • H .

TScnHMH "mn "com-*'voi^HvoKiCT.mir)
o C o.° o d<!^<!P^<j|

o.

I^H
0) DJ

"^^^^^^H
Ordinary

ellow

Labe

Portrait

ue

and

Wh

Label.
stantaneo

rown

Labe lUTJOOOOOt^NoroOmrriomOOvOvOO
o . "•aUIHMHMHWNNNNrO'a-lDt^OOOOOMN

^ s s"

mW MW*CWOr-W t-W^WMW-^lN <^IW
M « row rri^J-rOTfTl-^ u-)>0 1^00 N H N m

N -g XXX X X XX X X X X XX X XX XX X
\n lS r-W •-<H''HH'rHhil «WMlNrt|«Mj.#HN>Hln

H w m n ^ lo^ vo ^ t^ t^oo o « in\o vo \o



AD VERTISEMENTS 137

M ON '<d- C^VO ^ ro

^ C^OO N OQ 00 a\ m ^ c^co
q-VO w

CQ

1
s

w r^ c^>o so ^ ^00 ^.-^
•^ »—

1

'^'O l>» CO *o ^QQ i^\o 00
N (N m in t-^

l-H ^'

c
vo w cnoo T^ Oco TfCO Tj- ® 'O

CQ G ro lovo o-o fo *VO 1-^00 m
ro in M vb- c

»_1H 1 b^ VO •* t^ M Tf ;-i

N O- (N -a- -^O tn 00 CO m
c3

•1

3
M
m

H (N Cl rt-»D

cr"

CO (/)

A
00000000 < g OvD <u

'u
ftEH

b/j U-) in t^ M
11

Tj rn H
j_^

H n CO 0)

s
0. a © CO

M
EH

02 <S6

00000000 g ^ rovo yD
c
oj co\o

0000 « ^ro-Jht^ bJO (N 00 H IT) N T3 N UCO en -^ Ti- Th io\0 t^ Z I, <M ro -a-vo ^ 0\ ^ « CON
5S

0, 0.

1 ca

2:

m 1—

1

D^

00000000 g vo u vo 8 <
-^ « ro -^vo t^ H M W) in lo t-~ w K) 13 CO H fL. S«N«o)oim-*in ^H f-* N N -^ CO^O (N

0.

(/ cu
6^ M N m ^vo VO 00

« invo 00 Ti- tv mooXXXXXXXX
X X X XXX X X

CO ^vo

XXX
vo t^ t^ (^ t^oo -^HMMMMMNN 0\ H N N rOOO W Tj-

n"? S)



138 AD VERTISEMENTS

XSl

O
a
1-3

M
Q
!>

U

It"

02

MARION & CO/S

DRY PLATES & FILM5.
Manufactured at their Works, Southgate, Middlesex.

Fro7Ji their cheapness and excellence are in universal use.

FOR ALL CLASSES OF WORK.
EXTRA RICH IN SILVER.Ordinary .

Portrait
« TJ a ' ^°^ Pyro Soda
X . O. Developer

Instantaneous .

"speef 40H.&D.
,, 80 ,,

80 ,,

120 „

Academy Landscape speel*40H.&D.

Academy Portrait . ,, 80 ,,

Academy Instantaneous 120 ,,

Each box is marked with the speed number obtained by the Hurter and

Driffield method of speed determination.

Each box contains revisedformulae and instructions.

MARION & CO., 22 & 23 Soho Square, London, W.
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THE ACTINOQRAPH.
(HURTER & DRIFFIELD'S PATENT.)

M^wmrnsm
nil fill' iiTlin''fi'iSiiri iiiiffiiiilriTnf

PRICE in Leather Wallet
with Light Scale for

one Latitude . . 8/

With Complete Set
of 13 Light Scales in

Leather Wallet . 14/

i ii i ii i i i I I iiiiiiuiiiii I iii i iiii i i i iHiiii i iiiiii i i i iiiiiiiii I I i iii i i rr

SPBCO OP PLAZQ
NURIEB S DRirPLELDS ACII

PATENT NO 5S4S IB

SObC ACENT^

THE SPEED NUBBEBSOF MABIOKS PLATES ANO fllHS

WORK CQRRECTLV WITH THIS INSTRUMEHT

A little Instrument

for calculating the

correct Photographic

Exposicre for aiiy

hour 071 any day of
the year in all parts

of the world. It is

now made for the

following latitudes.

PLACES IN WHICH IT CAN BE USED :

Guiana, Victoria Nyanza, Sumatra, Borneo.

Guatemala, Venezuela, Trinidad, Sierra Leone, South India, Ceylon, Southern

India.

Sandwich Islands, Mexico, Jamaica, Cuba, West Indies, Bombay, Burmah,
Canton, South China.

State of California, New Orleans, Florida, Bermuda, Canary Isles, Morocco,

x\lgeria, Egypt, North India, Persia.

Western States of U.S.A., Chicago, Philadelphia, Portugal, Spain, Italy,

Turkey, North China.

Canada, Newfoundland, France, Switzerland, South Germany, Austria, South

Russia.

North Canada, Great Britain, Belgium, Holland, North Germany.

North Britain, Denmark, Sweden, North Russia.

Iceland, Norway, Finland, North Sweden, North Russia.

Peru, Brazil, Zanzibar, Java.

Bolivia, South Africa, Madagascar.

Valparaiso, Buenos Ayres, Cape Colony, Western Australia, New South

Wales.

New Zealand, Tasmania, Victoria.

If used in conjunction with MARION'S PLATES, which have the

Actinograph speed marked on each box, correct exposures will be obtained in

any part of the world. A traveller may thus delay his developing until his

return home.

0° Equator.
10' North.

20° North.

30 North.

40 North.

47- 30° North.

52 30° North.

.17
30° North.

62. 30° North.

10 South.

20 South.

30 South.

40° South.

Pamphlet either 171 French or English sentfree on application, or practical

explanation given to any one calling at Soho Sqtiare.

MARION & CO., 22 & 23 Soho Square, London, W.
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Marion & Co.'s

MOUNTS.
Manufactured at their Factory,

COURBEVOIE, near PARI5.

In all styles and varieties to suit every

Printing Process.

We can guarantee our Mounts to be of the

finest possible quality.

Marion's Christmas, Birthday, and Souvenir

Mounts,

with OP without Mottoes.

A charming' method of mounting* one's productions.

Full particulars and prices on application.

MARION & CO., 22 & 23 Soho Square, London, W.
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MARIONA,
A PRINTING-OUT PAPER OF EXCELLENT QUALITY.

Manufactured at our Factory at Southgate.

In three grades—GLOSSY, MATT, and GROS GRAIN.

Unsurpassedfor artistic effects and beauty of to?ie.

PRICES OF MARIONA.

Glossy and Matt.
Post free.

4ix 3i per packet of 36 pieces "| 1/2

6 X 4| ,, 24 „ 1
1/2

6Jx 4| ,,

1 ;: VI
1/2

84 X 61 ,, 1/3
ID X 8 !) 6 „ 1 1/3
12 X 10 ,, 4 „ J 1/3
24IXI7 per tube of 2 sheets 1/4

6 „ 4/

1/7

4/3

)) 12 „ 7/6
one quire 15/

7/1

1

15/8
C.D.V. 2I X3i" I gross sheets i/S i/ii

2§ X3i ,, ,, i/io 2/1

Cabinet 4 x5i J) )) 4/8 4/1

1

4 x5l ,, ,, 5/ 5/3
C.D.V. 2i X 3§ in boxes containing 500 sheets 6/4

2i X34 ,, ,, 5/9
Cabinet 55 X4 5J )J 17/4

Sh X4

Gros Grain.

16/1

4ix 3i per packet of 36 pieces "j i/io

6 X 4I
,, 24 „ i/io

6ix 4I
81 X 61

"
1 ;: W i/io

I/II

10 X 8 ,, 6 ,, I/II

12 X 10 )) 4 „ J I/II

24^x17 per tube of 2 sheets 2/3 2/6

j» 6 „ 6/8

12 ,, 12/6

one quire 25/

6/1

1

I2/II

25/8

Other sizes to order, in quantities of not less than one gross, at proportionate
prices.

Instructions and formulae for toning enclosed in each packet.

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION'S

MATT BROMIDE PAPER
FOR PLATINUM EFFECTS.

(RAPID.)

This paper gives a Matt print of great beauty

resembling Platinum.

Made in two grades : Smooth and Rough.

Size. Sheets. Price.

4ix 3i 24 1/

5 X 4 18 1/

61 X 4f 12 1/

7|x 5 1/6

81 X 61 2/

10 X 8 2/9 6 Sheets

12 X 10 4/2 . 2/2

12I X lol 4/6 2/4

15 X 12 6/3 . 3/3

15IX 12I 6/9 3/6

18 X 15 9/6 5/

23 X 17 12/6 6/9

25 X 21 18/ 9/6

30 X 25 26/ 13/6

Formulae fc r developing ericlosed with each jacket.

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION'S FERRO-PRUSSIATE OR BLUE
PROCESS.

First introduced by us^ and the paper still maintains its pre-

eniinence oit account of its superior quality.

Used in the Drawing Departments of the Government Dockyards, leading

Shipbuilders, Railway Companies, Engineers, Contractors, Architects, and
others.

By this process Drawings, Patterns, Plans, etc., may be reproduced very

quickly, by simply using the Prepared Paper, Light, and Water.
Of all the various methods for reproducing Drawings, Marion's Ferro-

Prussiate Process is still the simplest and most practicable. No complicated
apparatus is necessary. No dangerous acids or poisonous substances are used.

The print simply requires washing in cold water.

Specimen Prints on application.

No. 494. A good quality paper, for printing from transparent Drawings or

Negatives.

No. 515. Same as above,but a stronger and thicker paper. For workshop use.

No. 515 D. Same quality as 515, but double the thickness.

No. 507. A very thin paper, for making negative prints to print from, the

result to be blue lines on white ground ; or for Foreign Postage.

No. 524. A good strong paper for workshop use ; very cheap. Quality

equal to 515, but of same thickness as 494.
No. 516. A strong, useful cloth, that saves any after trouble in mounting.

494 Paper. 515 Paper.

494/65 25 in. wide . 7/ 515/65 25 in. wide . 5/

494/75 30 ., • S/ 515/75 30 „ . 5/9

494/100 39 „ .11/ 515/100 39 ,, . 7/

515D/75 30 ,, . 16/

507 Paper.

507/65 25 in. wide 7/

507/75 30 „ 8/

507/100 39 , 14/

{All excepting No. 516 stipplied in Rolls ^fifeet long.)

524/75, 30 in. wide . 3/9 524/100, 39 in. wide , 5/

516. Ferro-Prussiate Tracing Cloth, 16 ft. long x 30 in. wide . 10/6

This paper should be kept dry, and, being very sensitive to light, must be
kept in the dark. This is imperative.

FERRO-PRUSSIATE PAPER.
IN CUT SIZES.

Very serviceable for taking proofs from Negatives.

4i ^ 3i Sold in Packets of 36 pieces ... 1/
63x4!

,, ,, 20 ,, . . . 1/
8^x6^ „ ,, 10 ,, . . . 1/
10 x8 ,, ,, 7 ,, . . . 1/

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION & CO.'S

COMPLETE OUTFITS.
THE 'NONPAREIL' SET.

For Plates 4:| x '^\.

Complete with Camera, Back, Lens, Stand, Focussing Cloth,

Plates, Dishes, Solutions, etc. This Set will be found just the

thing for young people.

Price £1 : 10s.

Printing Set for above, with Stock of Materials, Dishes, Mounts,

12s. 6d.

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION & CO.'S COMPLETE OUTFITS.

THE 'MODERN' COMPLETE SET.

Including everything necessary to produce a finished

negative—Plates, Dishes, Lamp, Developing and Fixing

Chemicals, Focussing Cloth, and Waterproof Carrying

Case for Camera.

Price \ plate, 42/ \ plate, 70/

Camera only, including one Double Back, Lens, and
Tripod.

Price \ plate, 24/ \ plate, 42/

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION & CO.'S COMPLETE OUTFITS.

THE IMPROVED 'OXFORD' SET.

The best set for begiiiners.

Comprising everything necessary to pro-
duce a finished negative. It includes

Camera and one Double Back, good Double
Combination Rectilinear Lens, strong Slid-

ing Tripod, Waterproof Canvas Carrying
Case, Focussing Cloth, Plates, Dishes,

Chemicals, and Dark Room Lamp, etc.

We consider the above the best value we
have yet offered, and well worth the slight

increase in price over our old Oxford Set.

We include a copy of our Practical Guide
to Photography, and beginners in search of

a complete, reliable set of apparatus will

here find their wants satisfied.

\ plate.

/4 :
4s-

\ plate. \ plate.

£Z : 8s.

Printing Sets for above, including all necessary to produce mounted prints.

\ plate. \ plate. \ plate.

23/
"^

30/ 40/

Camera only with one Double BackJ \ plate.

50/
\ plate.

70/
\ plate.

100/

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION & CO/S COMPLETE OUTFITS.

'SUPERIOR' PHOTOGRAPHIC SET.

' Superior ' Sets for plates

4ix3i • • •
/lo 10 o

5 X4

75x5

8^ X eh

10 X 8

12 X 10

14 o o

17 o o

18 10 o

20 o o

28 o o

34 o o

' Superior ' Printing Set with

Stock of Material.

4i X 3^ . . £1 10

5 x4 •
2

6|X4S. 2 5

73x5 . 2 10 c

Si X 64 . 3

lox 8 . 4 5

12 X 10 . 5

Comprising—Best-make Spanish INIahogany Camera, Bellows

body, Rack Adjustment, Double Swing, Horizontal and Vertical

Sliding Front, New Reversing Arrangements of Back to take

Dark Slide either upright or oblong, 3 Double Backs, Marion's

quick-acting Rectilinear Lens, Strong Sliding Tripod, V^elvet

Focussing Cloth, Leather Case (for Camera, Lens, 3 Backs, and

Cloth), Waterproof Case for Tripod, \ gross Britannia Dry

Plates, Bottles of Britannia Solution, Liquid Ammonia, Hypo,

Alum, I Rocking Developing Tray, 3 Ebonite Trays, Zinc Wash-

ing Apparatus, Ruby Lamp, Glass Measures, Draining Rack, and

2 Inner Carriers to take smaller sized Plates when desired.

Packed in Polished Black Pine Case.

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION'S
* PERFECTION' CAMERA.

A well - finished instrument, made of well -seasoned Mahogany. It will

work at longest or shortest focus. It has all the Swing Movements, Rising

Front, Reversible Back, and Patent Turntable. It is very light, yet extremely

strong and rigid, and folds up into small space. The prices include 3 Double
Backs (book-form) and strong Ash Tripod fitting to the Turntable.

Size. Price.
Extra Double

Backs.
Lens.

Net.

6JX4i i;8 5 19/7 Med. Rap. Eur £i, ^
extending to 14 inches Soho . 330

8^x6* Q 15 23/4 Med. Rap. Eur 51-20
extending to ig inches Soho . 3 18 6

10X8 12 3 28/6 Med. Rap. Eur 6 12

extending to 22 inches Soho . 520
12X10 14 10 33/10 Med. Rap. Eur 800

extending to 26 inches Soho 700
15X12 18 S 6 44/6 Med. Rap. Eur 12

extending to 33 inches Soho ; 10

Continental Sizes.

18X13 cm 8 18 23/4

24X18 cm. 10 IS ° 33/1°

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION'S

^EMPIRE' FIELD CAMERA.

Made in best Spanish Mahogany, best workmanship and finish. It has
Leather Square Bellows, Reversible Holder to take pictures oblong or upright

way, Screw Adjustment, and Double Swing Back. It has also Extending
Baseboard for Long Focus Lenses, and folds up very compactly. This Camera
is eminently fitted to stand extremes of heat and cold. Below prices include

I Double Back and 2 Carriers.

Brass Binding to Camera and slide } plate size and under,
33/4 extra ; larger sizes, 40/ extra.

Size. Price.
Extra
BacIiS.

Voigtlander
Lens Medium

Rapid.

Ashford
Stand.

\ plate extending to 17 inches

7iX5 - iS „

£,9 6 8

9 8 4

22/

25/

No. 00

£^ ^
No. 00

440
18/6

18/6

\ plate ,, 20 ,, II 6 8 25/ 5 12 21/

10X8 ,, 24 „ 13 6 8 32/ 6 12 21/

12X10 ,, 26 ,, 1500 40/ 800 25/

15X12 „ 35 „ ig 55/ 12 32/

18X18 ,, 38 ,, 33 6 8 80/ 17 12

6
42/

20X20 ,, 44 ,, 40 100/ 23

7

30

45/

24X24 ,, 50 ,, 49 I 4 126/ 55/ j

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION'S HAND CAMERAS.
THE

SWALLOW.
For the Amateur Photo-

grapher of every class in every
country who wants a complete
reliable instrument at a cheap

rate.

For Plates 3^X2^ and 4^X3^.
Made in 5 styles.

The Mignon Swallow, car-

ries 6 plates, 3A X 25- . 8/-

The Swallow, carries 12
plates, 33X2 J- . . 21/-

The Superior Swallow
Camera, carries 12 plates,

3JX2I . _ . 26/-

The Swallow J-plate, carries
12 plates, 45X3^ . 30/-

The Superior Swallow
J -plate, carries 12 plates,

45X3J . . 35/-

COMPLETE PRINTING AND DEVELOPINa SETS, for 3JX2J plates, 10/-

for Quarter-plates, 12/6

Full Instructions for producing finished Pictures enclosed with each Camera.

THE CAMRANA, No. 2.

Open. Closed.

A First-class Folding Hand or Stand Camera, complete with 3 Double Backs, Time and
Instantaneous Shutter, Focus Rack, Leather Bellows, Swing Back, and good K.K. Lens.

PRICE, £6. If fitted with Perfection R.R. Lens, £7 : lOs.

With Voigtlander's Special Hand Camera Lens, £9.

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION & CO.

SQUARE BELLOWS FIELD CAMERAS
FITTED WITH

Coles' Patent Flexible Rising- and Falling- Front.

(Patent No. 5374, 14th jMarch 1S94.)

This important improvement in Camera construction does away with all

necessity of the swing back, swing front, in fact, swings of any kind. With
this front the lens can be raised, or lowered, or moved horizontally so as to be
opposite any portion of the plate as desired. The lens and sensitive film in

this Camera are always vertical and true with each other, and parallelism
is thus secured. Distortion is impossible. Lenses do not need to be stopped
down to correct the errors of tilting the Camera.

Invaluable to Architectural Photographers and others.

PRICES Include 3 Double Backs.

\ pl.ile.

£8 9
5 13

ist Quality
2nd Quality

Write for Full Particulars.

;', plate.

£11 12
7 8

I plate.

£13 9
9

loxS
£17 4
11 12

12x10
£21 16
14 12

15X12
£27
17 18

A LiBKKAL Discount to the Trade.

MARION & CO., 22 & 23 Soho Square, London, W.
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MABION'S
RADIAL HAND CAMERA,

Improved " 1898 " Pattern,

Is now made in a very much
improved form—both the bulk
and vi'eight being greatly

reduced. It is constructed to

take 24 films in sheaths, or
12 Glass Plates without
sheaths or backing. The
Shutter is new and adapted
for ' Time ' or ' Instan-

taneous' exposures with a
considerable range of speed
adjustment, and this to-

gether with the lens is fitted

on a rising and cross front.

The Finder is also new

—

one of our Radiant mirrorless

finders being arranged to

serve for both vertical and
horizontal pictures.

For Plates For Plates For Plates For Plates

3iX3j 4iX3j 5x4 6^X4!

Fitted with R.R. Lens
in polished mahogany £s 15 700 ^800 £-Li

Fitted with R.R. Lens
covered morocco
leather 660 7 15 8 15 1300

If fitted with Marion's
Soho Lens, extra 15

If fitted Voigtlander's
Special Hand Camera
Lens 300

A few Unsolicited Testimonials.

24th January 1893.—J. Smith, Esq., Olrig House, Caithness, N.B.
" The small Radial has safely arrived. 1 have made myself acquainted with its details,

and it is a beautiful little camera."

6th November 1893.—Miss M. F. Billington of the Daily GaJ>hic.

"The Radial I may add works 7!iost satisfactorily, and I find it very useful and suitable

to my work for the papers."

iSth January 1894.—Mr. B. Harvey, Kimberley, South Africa, a professional photographer
of thirty years' standing.

" I am in receipt of yours of 22nd December, with instructions and invoice of Radial
which I have received, and I can only say, if it will only behave half as good as it looks,

there will be nothing to complain of."

5th February, writing again.

" I have put the Zeiss to the Radial. It is really the best made Hand Camera I have
seen, and I have seen most kinds."

7th March 1894.—G. N. Tuely, Esq., Mortimer Lodge, Wimbledon Park.

" I should like to testify to the excellence of your Radial Camera which I took round the

West Indies this winter ; it woi-ked all through without a hitch, the Voigtlander's lens with
which it is fitted giving very excellent results."

MARION & CO.. 22 & 23 Soho Square, London, W.
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MARION & CO.'S LENSES.

THE UNITED RECTILINEAR SERIES.

A DOUBLE COMBINATION LENS OP GOOD
QUALITY.

te . . • 17/
I i plate . . . ^21/6

1 plate • • • 35/

IC^ <MARION & CO.'S 'SOHO' SERIES.

A FINE QUALITY RECTILINEAR LENS. FULL
APERTURE fS.

To cover To cover

\ plate • 48/ 10 X 8 102/

\ plate 63/ 12x10 • 140/

\ plate • 78/ 15x12 . 200/

We can thoroughly recommend this Series.

MARION & CO. are agents for Voigtlander's

Celebrated Lenses, which include series suited to every

class of work.

We call special attention to the New Collinear Lenses

—a lens for universal use—groups, portraits, views, or

architectural work.

MARION & CO., 22 & 23 Soho Square, London, W.
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COLLINEAR II. 1 : 6, 3.

No. 3. Natural Size.

Size of Plate covered.

No.
Equivalent Diameter of

Lenses.

Price
with Iris

Diaphragms.With full Aperture
y"/i:6,3

With Stop//i : 12,4

inches. inches. inches. inches. £ s. d.

I 03T
21
32" 2f X 3t^ 3t%x 3^ 4 16

2 4| * 3Ax 4| 4f X 6tV 5 12

3 5|| T 1 4| X 6^ 5i X 7i 6 8

4 7|
t13

5i X 7i 5i X 81 8 12

5 9| l|- 5i X 81 6Ax 81 II

6 I lit nk 63% X 81 7i X 9t^ 15

7 mA 2tV 7i X 9i^ 81 xiol 20

8 1 611 232- 8i xioi io| X isf 27

9 20t6 3A 9iVxiiM iiif X 15I 34
lO 23t 33^ iiifx 1 5-1 i5f X i9f 45

Collinear Series III. and I\'. are now ready. Write for detailed

list of these and other productions of Messrs. Voigtlander.

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION'S TRIPOD STANDS.

ASHFORD'SI

PATENT TRIPOD.

Very Rigid and very Light.

We considei' this one of the best

Tri;pods made. .

1^^
s. d.

Two-fold 4 ins. Top for J
, \, and \ pi. 18 6

6 , , ,,
i and 10x8. 21

8 , , ,, 12x10. 25

10 , ,, 12x10 and 15x12 32

12 , 18x18. 42

14 , , ,, 20x20. 45

16 , 24x24 . 55

Three-fold 6 , , „ ipl- • • •
25

8 ,

AS

, ,, 12x10.

;h sliding tripods.

30

\ plate, 7/6 \ plate, 10/6 \ pla te, 15/

MARION & CO., 22 & 23 Soho Square, London, W.
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ECONOMICAL TRIPOD STAND.
In Ash. Extremely "well made.

For \ and | plate, 4 fold . . . 7/6

TWO-FOLD ASH STAND.
"With Brass Top. Leather Covered.

Light and Strong.

s. d.

For ^, \^ and \ plate . . . .114
,, 10 X 8 . . . . .140
„ 12 X 10 154

THREE-FOLD SLIDING LEG TRIPOD.

With Top 5 inches diameter

)) ^11 11

13

. 16

6

6

6

SOLID LEATHER CAMERA CASES.
"With Sling Strap, Lined Baize to hold Camera, 3 Backs,

Lens, Cloth, etc.

\ plate, 21/6 \ plate, 25/ 10 x 8, 31/

12 X 10, 37/6 15 X 12, 46/

Cases as above, but in Stiff "Waterproof Canvas.

\ plate, 12/ \ plate, 16/ \ plate, 18/6

10x8,21/ 12x10,24/ 15x12,27/6

LIMP WATERPROOF CANVAS CASES.

Bound Leather.

\ plate, 4/ \ plate, 5/

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION'S

RADIANT VIEW FINDER.

' Undoubtedly

the

most brilliant

Finder yet

introduced.'

The image is

totally reflected.

It has no

mirror or sil-

vered surface

to deteriorate,

and no ground-

slass screen.

No. 1 is in box form, fitted with rotating plate for vertical and

horizontal views. Screw fittings. Price 7s. 6d.

No. 2 is for insertion in Hand Cameras, one Finder serving for

both vertical and horizontal views. Price 7s. 6d.

No. 3 is box form as No. i. Groove Fittings. Price 7s. 6d..

No. 4 is box form, but larger, measuring 2^ x i|x i^ ins. deep,

showing a view i~ x \^ ins. Groove Fittings. Price 15s.

MARION'S VIEW FINDER.

This little instrument is extremely

useful for Instantaneous work ; the

View is shown very distinctly

through the Lens, which is always

in focus. It is easily fixed to the

Camera, either for upright or oblong

pictures, and can be detached at

pleasure and carried in the waist-

coat pocket.

Price 1/6 each.

MARION & CO., 22 & 23 Soho Square, London, W.
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THE 'UNIVERSAL' LENS SHADE.
Made of very thin

light metal in two sizes.

Inclusive of 2 small

screws for screwing on

front of Camera—the

only fitting necessary.

No. I for Rectilinear

Lenses up to |^ pi.—size

of shade 6^ x 4|-, 2/.

No. 2 for large Lenses

— size of shade 8^ x

61 "/

STRONG BRASS TAP.
For use in 'thel|Dark

Room, with Rose or Jet. A
very useful article f at a

reasonable price, 13 inches

long. Will stand a pressure

of 200 lbs. {i.e. more^than
200 feet).

Price 8/.

FOCUSSING CLOTHS.
In Black Twill, lined Scarlet.

34 X 30 1/6 each.
|

5 i x 30 2/ each.
|

60 x 48 4/ each.

In Black Velvet, Superior Qualit)', lined Gold Sateen.

30 x 46 . 4/ each.
|

60 x 46 . 8/ each.

Unlined.

30 X 46 . 3/ each.
|

60 x 46 . 6/ each.

In Waterproof Indiarubber Cloth.

Size 5x4 feet . . . 10/6 each.

Black, Yellow, and Red Twill Material, per yard 8d.

MARION & CO., 22 & 23 Soho Square, London, W.
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APPARATUS AND FILMS
FOR ANIMATED PHOTO.

from

Marion and Co. are Agents,
and have in stock the " Prestwich

"

Camera, which is the most efficient

and most portable on the market.
It weighs only 6 lbs. It is a
beautiful finished piece of mechan-
ism, made entirely in London of
the best materials. The inter-

mittent movement of the film is

obtained bj' an epicyclic motion
which runs smoothly and silently

without causing any vibration or
jerking. It is fitted with an Ad-
justable Focal Plane Shutter, ad-
mitting exposures varj'ing from
iV to xi^fT of a second. Fitted
with Dallmeyer Special Lensy74>
with Iris Diaphragm and Focus-
sing Index, and for Edison per-

foration (if desired, Voigtlander's
Special Lens may be fitted in-

stead) .....
Tripods, rigid and portable
Special Brilliant View Finder...........
Leather Handle and Brass Fittings for Camera, extra
Solid Leather Carrying Case, Lined Baize, with Lock and Key, Shoulder Strap
Canvas Ditto, Stiff Lined Baize, etc., as above .......
The " Prestwich" Camera can be adapted for Printing the Positives, extra .

It can also be adapted as a Projector (but this we do not recommend except for

home entertainment), extra
The "Prestwich" Special Camera (designed to carry 500 feet of film); has two

changing boxes, and film can be changed in daylight. Including Lens
The "Prestwich" Printing Machine (a special machine for printing from

negatives on to the positives) ..........
The "Prestwich" Projector with detachable Shutter, and interchangeable

Sprocket Wheels, by which films of any perforation can be used. It has
an adjustable slide for slight variations in width of film. The "Creeping"
of film can be corrected whilst in motion, and titles of subjects can be
shown through the same machine, Projector, Lantern, Condenser B.T., or
mixed set

Suitable Lenses of different focus each
Marion and Co.'s Negative or Positive Films (manufactured at our works at

Southgate)
;
perforated or not perforated, transparent or matt, as desired.

Per 70 feet, perforated (Edison gauge)
Do. do., not perforated

Rolls of 140 feet or any other length can be supplied to order.

Various devices for holding- Films during^ development.

Free Particulars and Prices on application.

I 5
o 10

200
5S o o

MARION & CO., 22 & 23 Soho Square, London, W.



i6o AD VERTISEMENTS

SALMON'S NEW PORTABLE

MAGNESIUM RIBBON LAMP.

PATENT APPLIED FOR.

PORTABILITY. UTILITY.

SIMPLICITY.

For PORTRAITURE or GROUPS in

STUDIO, ROOM, or OUT DOORS.

For COPYING or ENLARGING WITH-
OUT CONDENSERS.

A Powerful well-difFused Light of 5 to 8

seconds duration.

NO DANGER—NO EXPLOSIVE COM-
POUND USED.

INDEPENDENT OF ANY OTHER
LIGHT SUPPLY.

NO STARTLING EFFECTS.

NOT A FLASH LIGHT—LONG
SHORT EXPOSURES.

OR

ENTIRELY FREE FROM NOISE,
SMOKE, or SMELL, products of combus-
tion being carried away through an ingeni-
ously light and portable telescopic chimney,
extending to 8 feet (any length extension may
be added).

Inclined in ANY DESIRED direction,

to nearest available outlet, enabling A
NUMBER of exposures to be made in quick
succession.

The Apparatus consists of specially con-
structed Brass Spirit Lamps, and a series of
arms at the end of each of which two or more
charges ofMagnesium Ribbon are clipped (held

together by a metal sheath), which can be fired
Simultaneously or consecutively, actuated

pneumatically by a Rubber Tube and Ball, bringing the Magnesium Ribbon into contact
with the flame of the Spirit Lamps. The whole is contained in a portable polished Mahogany
Cabinet, 25 X 20 X 9 inches, with door at back for charging and re-charging ; sliding panel
front and corrugated glass light diffuser, also in sliding frame ; forming a compact, well-made,
and elegant adjunct to the studio, and so constructed for portability that it can be set up
where desired in less than five minutes, being entirely self-contained.

Price £,\o : los.

TELESCOPIC CHIMNEY PACKS WITH TRIPOD STAND.

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION'S

PATENT ^PERFECT' DEVELOPING DISH.

This Dish is constructed with a well into which the plate fits

exactly— the depth coinciding with the average thickness of

plates in general use. Around the sides of the well is a narrow

rabbet, the top of which is flush with the top, or film side, of the

plate. At one end of the rabbet is a semicircular depression to

facilitate the easy reinoval of the developed plate. This arrange-

ment prevents the formation of air bubbles, economises the developer,

as the plate is the bottom of the dish, and promotes evenness of

development.

Prices : Quarter plate, 8d. 5x4, lod.

Whole plate, 1/4 each.

'A GREAT SUCCESS.'

Half plate, i/.

MARION'S CELLULOID DEVELOPING DISHES

IN THREE COLOURS.

Size o\y-l\ ^ pl. 5x4 i pl- 7i X 5 1 pi. 10x8 12x10
Price 4d. 5d. yd. 8d. lod. 1/ i/ii 3/6

MARION'S PAPIER=MACHE DISHES.

Size for

Price
ipl.
6d.

5x4
8d.

ipl-
lod.

Size for

Price 1/6

10x7
2/

10 X

2/6

12x10
3/

15x1;

4/

MARION & CO., 22 & 23 Soho Square, London, W.
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MOULDED PAPIER=MACHE DISHES (Deep).

Size i6i^xi4j 2olxi6| 23|xi9f 26| x 22|^ 291x251-
Price 5/6 7/6 10/ 13/6 20/

MARION'S
PORCELAIN AND GRANITINE DISHES.

Plates.

4ix3i
5 X4
6x5
7X 5

8x6
9x7
10x8
11x9
12x10
13x11
14 X 12

15x12
16 X 12

i6x 13

16 X 14

i8x 16

19x12
19X 15

20 X 17

23X 19

24 X 19

24 X 22

25 X 20

26 X 22

Price.
Shallow. Deep.

5d. 6d.

6d. 7d.

7d. 8d.

8d. lod.

8d. lod.

9d. I Id.

I Id. 1/2

1/2 1/4

V5 1/7

r/io 2/3

2/6 3/2

3/3 4/2

4/ 5/

4/6 5/8

5/ 6/4

5/6 8/2

7/3 9/8

7/3 10/

8/4 12/

12/ 15/

17/ 21/8

17/ 21/8

21/ 26/

21/ 26/

30/ 35/

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION'S

PYRO-SODA CARTRIDGE DEVELOPER.

Price »

2/6 f

-I>*«.^fiC2?.I O I>J 'S
PYRO-SODA CARTRIDGE

IVTAB-IO M" &- C-O
22 8< 23, SOHO SQUARE, L.ONOOM,W.

TheseTCartridges are made up, one of Pyrogallic Acid, and the other of

Sulphite of Soda and Carbonate of Soda in correct proportions.

A presei'vative is mixed with this developer to prevent its staining the

lingers, as is the case with the ordinary Pyro-Soda Developer.

Directions.—Take one each Nos. i and 2, and dissolve each in 5 oz. of

water. Mix in equal proportions for use. If preferred, the contents of the

two tubes may be dissolved at once in 10 oz. of water.

MARION'S NEW FIXING CARTRIDGES.

Price

1/6

These Cartridges consist of pulverised Hyposulphite of Soda and Theonine
in correct proportions, and packed in specially prepared tubes. Being in

powder they dissolve very quickly, and their portable form specially commends
them to travellers and tourists.

Directions.—For fixing Plates, mix contents with 5 oz. of water.

THEONINE (BERKLEY'S PATENT).
Sole Agents—MARION & CO.

The addition of this article to the Fixing Bath imparts a good printing colour

to the negatives and does away with the necessity of using the Alum Bath.

1^ Dry form, in bottles, with instructions, 1/ each.

Solution, 2/6 per pint. In Winchester (containing 4 pints), 8/.

MARION & CO., 22 & 23 Soho Square, London, W.
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MARl ON'S

UNIVERSAL 10% DEVELOPING SET.
A GREAT BOON TO ALL AMATEURS.

Price for lO oz. Set, 15s.

The advantages of ten per cent Solutions are, that the greatest accuracy can
be secured in large or small quantities with the least possible trouble, and
without use of scales and weights.

")Ns ^, li'>-'L |,S ,s III ^g
pYRO ^ V'K'^^IIIJF S A^l^^i^'^il ^g

•A
,\

>

Other developers can be supplied in lo per cent solutions, such as ;

Pyro and Meta - bisulphite of
Potas lo oz. 2/4

Hydrokinone in Alcohol . . ,, 2/10
Sodium Sulphite . . . „ /lo
Potas. Meta-bisulphite . . ,,1/3

Sodium Carbonate
Potas. Carbonate
Sodium Hydrate
Potas. Hydrate .

10 oz. /lO

„ 1/

„ /ii

And any others required can be supplied to order.

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION'S FILM CARRIER.

These are flat sheets of Ebonite coated on one side with an adhesive prepara-

tion which holds the film perfectly flat and without altering the register in the

dark slide. The films readily adhere, and are easily detached.

PRICES.

4i X 3i 5x4
5d. 6d.

6i x 4f
9d.

7! X 5 81 X 6i
ibd. 1/1 each.

10x8
2/

12 x 10

3/
15 X 12

5/

9x12 cm.
5d. .

13 X 18 cm.
9d.

18 X 24 cm.

1/7

To avoid damage to the adhesive surface in transit they are packed
face to face IN PAIRS, we therefore only sell them out in pairs.

MARION'S IMPROVED FILM HOLDER.

With this Holder Films can be handled with great facility during Develop-
ing, Fixing, Washing, and Drying, without the fingers being brought into
contact with the solutions. The films are held perfectly flat and can be
viewed by transmitted light through the aperture in the holder.

I plate, 5d. each.

MARION & CO., 22 & 23 Soho Square, London, W.
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PLATE SEPARATORS.
{Patent appliedfor

^

No. 1.

FOR TWO PLATES.

No. 2.

FOR FOUR PLATES.

A simple contrivance to prevent plates damaging one another when two or
more are being developed in the same dish. The corner of the plate is placed
in the corner of the separator, and cannot then slip over its neighbour and
damage the film. To the Hand Camerist especially with numbers of \ plates

to develop, and to Photographers generally, they are a comfort in working.

PRICES.

In Boxes of One Dozen.

No. I 3/- per doz. No. 2 4/- per doz.

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION'S

REGISTERED TRIMMING SHAPE.

Registered 228993.

Sizes.

8^ X (i\ For Promenade Midget, C.D.V., \ plate,

5x4, Cabinet, |^ plate

iif X 9| For Cabinet, \ plate, Promenade, Boudoir,

Imperial, 10x8

I4|x I if For 1 plate, 10 x 8, iii x 7|, 12 x 10,

Panel, 14x11.

Each in Cloth-eovered Wallet.

Prices.

4/

5/6

7/6

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION'S

BROMIDE LAMP.
(GROOMB'S PATENT.)

This Lamp has been designed particularly for Contact Printing-

(Lantern Shdes, Transparencies, Bromide Printing, etc.), the change

from a white light to one for developing by being effected instantly.

It is fitted with three different coloured glasses,—White, Yellow,

and Ruby,—any of which may be used separately or combined as

desired, by simply sliding them in or out at will. It has also a

" Shut-off" actuated by a lever in front by which absolute darkness

may be secured in a moment. In addition it has a Special Burner

for consuming Kerosene without the use of a glass chimney, and

it has also a reflector of such a form as to give the utmost

MARION & CO., 22 & 23 Soho Square, London, W.
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possible amount of illumination. The burner is regulated from the

outside.

The Wick of the Burner should be level with the hollow part of

the china when burning, as shown in drawing. After lighting,

allow a little time for the china to get warm, when the light will

considerably increase. These Burners do not require so much

ventilation in the Lamps as the metal Burners. Petroleum or

Kerosene only can be used ; the purer the oil the better the

light. The Wick will not require cutting for weeks after being first

adjusted to the proper height.

No. 29 gives a much larger and more powerful light. For large

work this size is well adapted, and Professionals as well as Amateurs

will find it a very useful printing lamp. It is also equally suitable

for general dark-room work.

No. 30—This is the same size as No. 29, but is fitted with Gas

Burner on a swing bracket, the oil container being removable at

will.

No. 28. For Kerosene, size SJ-in. high, 5 x 5 at base, price 7/6

,, 29. „ ,, ,, 141-in. ,, 9^x9! „ ,, 21/

,> 30. „ Gas,
, „ „ „ „ „ 25/

No. 1.

MARION'S CANDLE LAMP.
With Cylindrical Ruby Chimney.

Price 1/.

Extra Glass Chimneys, 6d. each.

MARION & CO., 22 & 23 Soho Square, London, W.
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No. 12.

MARION'S

PATENT COLLAPSIBLE LAMP

Is composed of a bellows of ruby cloth, inside of which

is a spiral spring, which, when released, opens out

the body in a jack-in-the-box fashion. When closed it

is very compact, and there is no " fitting " required for

either opening or closing.

The light is obtained from a large night-light in a tin

box, which will burn for lo hours and give a good bright

light.

Price of Lamp complete with Light, 4/6.

Extra Lights, in boxes \ doz., 1/ per box.

MARION & CO., 22 & 23 Soho Square, London, W.
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KERSHAW'S TIME AND INSTANTANEOUS

PHOTOGRAPHIC SHUTTER.

FOR TIME

OR INSTANTANEOUS

EXPOSURES.

ADAPTED FOR INDOOR

AND

OUTDOOR WORK.

The Original Roller Blind Shutter.

PRICES (Ball and Tube included).

For Hood of lens For Hood of lens

l\ inches and under • 17/ 3 inches and under . 27/

If . 18/ 34 .. • H
2 ,, • 19/ 4 .. ,, . 371

2i 20/ 44 .. 41/
24 ,, 22/ 5 .. ., . • 47/

2i . 24/6

6/ for every \ inch higher.

Stereoscopic Shutters, Time and Instantaneous .... . 28/

Double Blind Shutters, Shutters fitted inside Cameras.

Shutters for Hand Came as, etc. , made to order.

In ordering Shutters, the best way to send us the size of the Hood of lens is to

place it upon a piece of paper and draw a line round the outside with a fine-pointed

pencil.

Patent Rubber Moulding for fitting shutters to lenses, and for adapting one
shutter to two or more lenses, in seven thicknesses, 8d. per foot.

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION'S

READY SENSITISED PAPERS.

Brilliant Double Albumen,

10 Kilo, per quire 13/6, \ quire 7/3, J quire 3/9.

\ Plate

\
,"

ioX8
iiixgi •^^^^SH

25 pieces per packet 1/

10 ,, 1/

12 ,, . . „ 1/8
12 ,, • - „ 2/

12 ,, . . „ 3/6

This paper will remain good six months, providing it is kept from damp and
daylight.

It is prepared with fresh and pure egg albumen, and is free from smell.

It prints readily, and tones quicker than any other paper in the market

;

care must therefore be taken 7iot to overtone our paper.

Only print a shade deeper than the required tint, as the toning and fixing

baths do not bleach the prints ; on the contrary, they become darker in drying.

Wash well the prints before toning.

Take the prints out of the toning bath when they get a purplish tone, as, if

left too long, a hard, flat, and mealy print is the result.

The Acetate of Soda formula gives excellent results with our paper, but the

solution ought not to be new.

The toning bath should be slightly warmed in winter.

Use the hypo solution weak (two ounces to one pint of water).

This paper can be had in rose, white, or mauve tints.

If the paper gets yellow it will regain its proper colour in the hypo bath.

PRINTING FRAMES.
4iX3i 5X4 6JX4J 75X5 SJxej 9X7 10X8 12X10 15X12

In Oak or Teak Wood, ,

perdoz. _ . .4/ 5/ 6/8 8/6 9/6 13/6 13/6 20/ 30/
In polished Pine, per

doz. . . . 9/6 12/ 16/ 24/ 30/ 36/ 40/ 56/ 78/

MARION & CO., 22 & 23 Soho Square, i-ondon, W.
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MARION'S
CHEAP PRINT WASHER

As shown in Illus'-ration. the supply of water is attached

by means of a piece of indiarubber tubing to the piece of

pipe projecting upwards, and this pipe entering at an
angle causes the water to revolve round the tank, and is

drawn o/f through the bottom by means of the syphon, so

that the prints are kept constantly in motion, and have a

continuous change of water. The prints are protected

from any possibility of damage through the inflow and out-

flow of water by means of a drainer of perforated metal.

Sizes. Price.

No. I. 14 inches diameter of circle . .... 7/6

No. 2. 16 ,, ,, ,, 10/6

No. 3. 18 ,, ,, ,, . ... 12/

No. 4. 23 ,, ,, ,, 20/

MARION'S

NEW SPRAY PRINT WASHER.

Cheap

and

Effective.

No

Sticking of

Prints.

The water-supply is attached to the upright arm shown in illustration,

which is pierced with fine holes, causing water to spray out to the side, and
the prints to travel continually in a circular motion. The water is let out by
means of an overflow shown by perforated holes in illustration, so that there is

a constant change of water. The Tank having no projections, there is no
clustering of the prints. It is strongly made, and japanned inside and out.

7/6 each.

• 1 1/6 „

No. I. 14 inches diameter, 7 inches deep
No. 2. 18 ,, ,, S.\

No. 3. 24 16/6

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION'S

IMPROVED SECTIONAL PRINT WASHER.

(SIMPSON'S PATENT.)

As will be readily seen from the Illustrations, this washer is

composed of a series of frames latticed with linen tape, on which

the prints (or negative films) are laid, and kept from contact with

each other. Each frame has at one side a tube pierced with holes,

MARION & CO., 22 & 23 Soho Square, London, W.
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and is connected with the supply-pipe ; the water rushes through

these tubes and through the pierced holes, thus giving a good spray

of water for each frame and the prints thereon. These frames are

arranged a little distance apart, and are contained in a tank well

japanned inside and out, and also furnished with a syphon.

The outlet will act either as an overflow or as a syphon, in the

latter case the little tap at the top must be turned off. By closing

the outlet with the finger before turning the tap, the syphon will

start even with a very small flow of water.

Size 25 X 19, with 12 Trays, with Syphon . . . Price 42/.

» 13 XI I)
)) » with Overflow only . ,, 19/.

» 9X 9, „ „ „ „ . . „ 15/.

The only safe Washer for Gelatine Prints. No tearing

or damaging of the surface. Perfect elimination of Hypo.

MARION & CO., 22 & 23 Soho Square, London, W.
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Fitted with Faber's Pencils, Re-

touching Medium, Water

Colours, Brushes, Palette,

Knife, and Pencil Pointer,

complete in Drawer.

In Polished Mahogany . . 85/

In Polished Pine Blacked . 70/

This is the most com-
plete Desk ever invented,

combining all the desider-

ata for a Retoucher. It

has, in addition to the

completely fitted drawer,

several special features

of its own. Provision

is made for retouching
negatives of any size up
to 12 X lo, and it is so con-

structed that a portion

only of the negative may
be viewed through, so

that the attention of the

artist may be centred, but in the cases of groups the whole width may be left open. The
silvered Glass Reflector may be easily adjusted to any angle ; whilst the supports of front may
be readily fixed to any desired elevation.

COLE'S RETOUCHING DESK.
Price 60s.

There are some new features in this

Instrument which make it an im-
provement on many kinds in use. The
platform on which the white paper or

reflector is placed can be adjusted at

any angle. There is a slit at the top
of the instrument, to allow the negative

to slide through when it is desired to

retouch parts of the negative awkward
to get at without this provision. The
bar across front, on which the negative
rests, can be shifted at different angles
to facilitate working. The supports of
front, as will be seen by the woodcut,
can be screwed firmly at any desired

^= elevation. The desk also forms a
convenient easel, on which finishing

of enlargements may be done. It

can be used for negatives from \ plate

to 10 X 12.

Cheap Retouching Desks, in Blackened Pine, for whole, \, and \ Plates, price 12/6.

Cheap Retouching Desks, strong and serviceable, for 12X10 Plates, with Carriers for

smaller sizes, price 25s.

Pencil cases and leads specially prepared for retouching, any grade. Is. each.

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION'S

COMPLETE BOX OF FINISHING MATERIALS.

Containing 18 Half-pans of Winsor and Newton's Aloist Water-

Colours, consisting of the following :—Vermilion, Indian Yellow,

Rose Madder, Cobalt, Aureolin, Chinese White, Vandyke Brown,

Emerald Green, Sepia, Pi'ussian Blue, Raw Sienna, Crimson Lake,

Indigo, Light Red, Terra Verte, Burnt Sienna, Yellow Ochre, and

Gamboge, in a Patent Spring Japanned Tin Box. 4 Brushes,

Stumps, Chalks, Knife, Bottle of Gum-Arabic, Box of levigated

Pumice Stone, and Small Pan of Oxgall ; the whole complete in

Japanned Tin Box.

Price 35/.

MARION & CO., 22 & 23 Soho Square, London, W.
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SALMON'S

NEW ADJUSTABLE VIGNETTER.
Can be used with any ordinarj' Printing -frame and in no
way interferes with its use when Vignettes are not required.
It can be immediately attached or detached, and remains
secure in any position. It allows of adjustment up and
down or sideways, and by means of metallic grooves the
^'ignetting Card can be placed nearer or farther from the
negative, or at an angle ; or immediatel}' changed for another
card of different size opening.

Such a Vig)ictter has long been 'wanted, especially by the

Professiotial Pliotographer.

'Pi'j'ippQ • Including Aluminium Slides and 12 Vignetting Cards (6 with opening of
*• -^ AV-'Co . different sizes, and 6 for cutting as desired)

Quarter-plate, 2/ each. Half-plate, 2/6 each. ^^^lole-plate, 3/6 each.

NEW VIGNETTING FRAME.

These Frames have each three thick slabs of wood with bevelled oval

openings, each a different size. These slabs are placed in front of the Printing

Frames, and are held in their place by two screws, but their positions may be
shifted ; the oval holes, being some distance from the negative, permit the rays

of light to slant, thus effecting a soft pleasing vignette.

NONE CHEAPER! NONE BETTER!

I plate, 2/6 \ plate, 4/ \ plate, 5/2

MARION & CO., 22 & 23 Soho Square, London, W.
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ENLARGING APPARATUS.

A well-made Lantern, fitted with triple wick lamp, giving a

very powerful light.

The condensing Lens is formed of two plano-convex Condensers

of the finest quality, fitted in a brass cell. It is supplied with,

or without, front Lens, any ordinary Portrait Lens serving for the

purpose.

Including
Front Lens.

Lantern with 5^ in. Condenser ; fully covering \\ x 3J plate ;^3 15 o ;^5 3 o

,, 8:J:
in. ,, ,, ,, 6jx4f ,, 700 950

,, ,, lOg in. ,, „ ,, 8^x65 ,, II 15 o 16 15 o

The loi in. is fitted with carriers for 8^ x 6^, 65 x 4f , and 4^ x 3I: plates.

The 8^ in. is fitted with carriers for 6\ x 4f , and 4^ x 3J plates.

The 5^ in. is fitted with carriers for \\ x 3J plates.

MARION & CO., 22 & 23 Soho Square, London, W,
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STEWART'S STERILIZED PASTE.
THE PUEEST AND BEST.

For Mounting Photographs, Drawings, and Maps, and

for Office and Household Use.

Stewart's Sterilized Paste is made by a new and improved 'method,

and for the following reasons will be found superior to any adhesive paste

hitherto produced.

Stewart's Sterilized Paste will not turn thin or watery when kept long

out of use ; it is made of the purest materials only, and is guaranteed free from

any substance that would render its use objectionable to artists and draughts-

men, but on the contrary, from its composition and the mode of its manufacture,

it is peculiarly adapted to this class of work

The separation of water from a paste indicates a tendency to decay, and,

besides becoming less adhesive, is often accompanied by an unpleasant musty

smell ; hence the use of strong essences to conceal this defect.

IN BOTTLES WITH BRUSH 1/ EACH.

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION'S

MOUNTING SOLUTION FOR PHOTOGRAPHS.

Is. per Bottle.

This Solution has been in use during

the last twenty-five years in many large

Photographic Establishments, and will be

found to possess the following qualities :

—

It has no disagreeable smell

;

It does not cockle the thinnest mount

;

It does not discolour the Photograph
;

It does not perish ; and it is easily used
;

It is the best for sticking Photos in

Scrap-Books.

DIRECTIONS FOR USE.

Place the bottle in warm water, or on a stove, till the Solution is

melted. Apply it with a stiff brush (which must be perfectly dry)

to the back of the Photograph. Let the Photograph thus coated

remain for a few seconds, and then place it on the Mount, and press

it well down.

PRICES.

In Bottles, 6 oz., i/. Pints, 3/. Quarts, 5/9 each.

MARION & CO., 22 & 23 Soho Square, London, W
4
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GLENFIELD

PHOTOGRAPHIC STARCH.
The manufacturer of the well-known "Glenfield" Starch has

introduced a new preparation made specially for mounting photo-

graphs.

The merits of this new Starch consist in its superior adhesiveness,

smoothness in working, and freedom from any chemical reaction or

the influence of damp.

Testimonials have been received from some of the largest photo-

graphers attesting to its superiority.

Mr. A. M'Nab, Photographic Artist, Glasgow, writes :
—" It is very suitable

for the purpose you make it."

Mr. John Fergus, Largs, writes :
—" That he finds it very smooth, and

considers it the best he has ever used for mounting.

"

Messrs. H. & R. Stiles, Kensington, write :
—" We are delighted in

saying that the Glenfield Starch supplied by you has far exceeded anything

we have yet used. The adhesive properties of this starch are excellent.

"

Mr. H. J. Whitlock, Birmingham, writes :
—" I have given the Glenfield

Photo Starch a fair trial, and consider it the best I have ever used.

"

Mr. C. EsSENHiGH CORKE, Sevenoaks, writes:—"After giving the new
Glenfield Photographic Starch a fair trial, I am very happy to be able to give

you a most satisfactory account of its perfect qualities as a mountant for photo-

graphs. I had for some time before been very much bothered, especially with

platinotype prints on plate mounts, but now have no difiSculty whatever."

Mr. J. PIawke, Plymouth, writes :
—" Send on 7 lbs. of the special pre-

pared Starch for mounting as last."

Mr. Slater, Llandudno, writes :
—"Your Starch is splendid."

Mr. Clarence P. Ouless, Jersey, writes :
—" Please enclose me 7 lbs. of

your Glenfield Starch same as sample forwarded, which is the best mountant

I have ever used, it is so beautifully smooth."

Price 9d. per lb., in Bags of 7, 14, 28, and 56 lbs. each.

1 lb. Sample Bags, 1/2 each.

MARION & CO., 22 & 23 Soho Square, London, W.
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PHOTOGRAPHIC MOUNTING ROLLER.

(BENNETT'S PATENT.)

This Roller will be found invaluable for mounting photographs,

prints, etc., as it leaves them perfectly flat and with a splendid

surface, almost equal to burnishing.

By its use all danger of spoiling a print by using a dirty roller is

avoided, as the slightest trace of any foreign matter can be at once

detected on the glass.

It is well made, strong, and durable, and forms a very handy
adjunct to the mounting table.

3|- in., 2/6.

PRICES.

6 in., 5/. 8 in., 7/6.

INDIARUBBER ROLLER SQUEEGEES.

3 inch .

4 „ •

5 » •

6 „ .

4 m.

/8

/lO

1/2

8 inch

,

9 » •

10 „ .

Do., Solid Rubber.

2/. 6 in., 3/. 8 in., 4/.

1/6

1/8

i/io

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION & CO.'S

ENLARGEMENTS
In all Processes, Carbon, Bromide, Albumenised and

Gelatine Printing-out Papers.

ENLARGEMENTS AND PRINTING ON OPAL
In Carbon and Bromide.

FINISHING
By First-Class Artists, in "Water Colours, Black and

"White, or Oil.

CONTACT PRINTING in all Processes.

RETOUCHING AND SPOTTING
By Skilled Artists.

PH0T0=MECHAN1CAL
REPRODUCTIONS

In Half-Tone, Line, Photogravure, and Collotype.

FRAME5
Of every description, from the cheapest to the

most elaborate.

Estimates for any of above may be obtained on application.

DEVELOPING AMATEURS' NEGATIVES.

| 5x4 \ 7^x5 \ 10x8 1 2 X I o size of negatives,

5/ 6/ 9/ 10/6 12/ 15/ 2
1 / per dozen plates.

MARION & CO., 22 & 23 Soho Square, London, W.
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MABION'S

REVOLVING SHOW FRAME STAND.

PALMER CLARKE'S PATENT.

This Stand is made in wrought-iron,

with copper ornaments, and, while

being strong and stable, is of hand-

some appearance. It stands 5 feet

10 inches in height, and has four

wings to receive the Photographs.

We supply Cut-Out Mounts with any

number and any size openings, with

backing board and glass protection on

each side. The four wings will take

comfortably 64 Cabinet Portraits,

8 each side. A slight pressure will

turn the wings either way, while the

number, being limited to four, allows

full view to be had of each frame of

pictures. This Show Stand will be

found to be extremely useful, as well

as an ornament, to the Studio,

Reception Room, or wherever placed.

NO GALLERY IS COMPLETE WITHOUT ONE.

Price, including the eight Cut-Out Mounts, with Backing Boards and Glass,

£7:7:0.

In ordering, a sketch should be given, showing number,
shape, and disposition of the Openings required.

MARION & CO., 22 & 23 Soho Square, London. W.
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MABIOlsr & CO.'S

LATEST PUBLICATIONS.
DOWNEY'S ART STUDIES.—Forty-two subjects. Published

prices: Plain, i/6; Coloured, 3/6 each.

DOWNEY'S ART STUDIES.—Six imperial. Published prices :

Plain, 5/; Coloured, 15/ each.

PHOTOGRAVURES.—Twelve subjects, 11x9. PubHshed price :

Plain, 2/6 ; Coloured, 5/ each.

PHOTOGrRAVURE.—Granny and the Baby,—Princess of Wales

and the Prince Edward of York. Published price, 7/6.

PHOTOGRAVURES.—Picturesque and Romantic Scenes in the

United Kingdom. Size 11x7 on Plate Paper 22x15.
Twelve subjects. Published at 2/6 each. H.R.H. The Prince

of Wales in full Masonic Regalia, with facsimile Autograph.

Prints plain, pubhshed at 2/6, Coloured at 5/.

"THE SIGN OF THE GROSS."—Six beautiful Photogravures,

8 X 6, in Portfolio. Published at 15/.

LADY ATHLETES.—Six Coloured Prints: Golfing, Cricket,

Fencing, Shuttlecock, Tennis, and Yachting. Published at

2/ each.

PRINTS.—Australian Team and English Eleven. A splendid

pair of Print Pictures in Colours. Published price, 31/6

each.

PRINTS.—In Sets of three. Twelve Sets. Published prices :

Plain, from 1/ to 2/ ; Coloured, 2/ to 5/ each.

Detailed Price List of above Series sent on

application.

MARION & CO., 22 & 23 Soho Square, London, W.
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PHOTOGRAPH ALBUMS.
Marion & Co., being one of the largest Dealers in Photographic

Albums, have always a large stock of such goods of every description,

ranging from the cheapest to the most costly produced. They will

always be glad to show samples.

"Punch," 24tli December 1881.

^^ In acknowledgment of his havingproduced the handsomest, most decorative,

and most original Albiim for Photographs, we hei'eby decorate Mr. Marion (of
Marion cr' Co.) with his own patent clasp, and cj-eate him Dtike of St. Albums.
The ptiblic -ivill send him the Orders."

"MES AMIS ET MES FLEURS" ALBUM.

No.

RMAoo/i
RMAo/i
RMAi/i
RMA3/1
RMA5/1
RMA6/1

Mouton, blocked cover, expanding clasp

Roan, blocked cover, expanding clasp

Seconds morocco, plain cover .

Best plain morocco
Calf, inlaid flowers in enamel and gilt

Best smooth Russia

Price.

I 1/3

15/9
21/

30/

37/6

45/

Can be had Cabinets only or mixed CD. V. and Cabinets.

MARION & CO., 22 & 23 Soho Square, London, W.
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THE "BRITISH ARMY" ALBUM.

Dedicated by permissio7i to His Royal Highness the

Duke of Cambridge.

Illustrations from Drawings by Norie.

No.

RBAi/i. Best morocco, padded cover

RBA3/1. Calf, padded, nickel shield .

RBA4/1. Russia, padded, gold line on edge

RBA5D. Best crocodile hide, with nickel mounts
RBA6. Polished morocco, padded, perfectly plain

RBA7. Smooth calf, with fancy corners, stamped in gold

THE "BRITISH NAVY" ALBUM.

Dedicated by permission to His Royal Highness the

Duke ofEdinburgh.

No.

RBNoo/i. Mouton, blocked cover

RBNo/i. Seconds morocco, padded, blind tooled

RBNi/i. Best morocco, padded, perfectly plain

RBN4. Best Russia, padded, perfectly plain .

RBN5. Real crocodile hide, padded

Nos. BNo a7td BNi can also be had Cabinets only.

Price.

31/6

27/6

52/6

97/9

45/
52/6

Price.

II/3

15/9

31/6

52/6

75/

THE "UNITED SERVICE" ALBUM.

A Combinatioft of Illiistratiotis from ''Army" a?td ''Navy'''' Albums.

RUSoo/i. Bound mouton, new edition

RUSo/i. Bound seconds morocco, 8 illustrations

RUSi/i. Bound best morocco, 8 illustrations .

RBAN2/r. Bound best morocco, 26 illustrations .

Price.

I1/3

15/9

31/6

60/

MARION & CO., 22 & 23 Soho Square, London, W.
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"OXFORD AND CAMBRIDGE UNIVERSITIES

ALBUM.

"We are here presented with a magnificent oblong large quarto Album,
the alternate pages of which are decorated with designs of various colleges, halls,

and other objects of interest with which those great seats of learning—Oxford
and Cambridge—teem. The designs are from sketches made on the spot by
an artist well qualified for the task, which even a cursory glance at the volume
will prove ; and whether it be a noble pile of college buildings, a view of

some street, an old archway, or merely a river walk, the same unanimity of

excellence and correctness prevails, which cannot fail to be appreciated by
those familiar with the Universities."

No. Price.

ROCi/i. Bound seconds morocco, plain cover, 4to size . 15/9

ROCr/00. Bound seconds morocco, blocked cover, expanding

clasp, oblong imperial, full size . . .42/
ROC2/00. Bound morocco, plain cover, expanding clasp, full

size ........ 52/6
ROC3/00. Bound checkered Russia, plain cover, expanding

clasp, full size . . . . . -63/
ROC4/00. Bound best gros-grain morocco, plain cover, ex-

panding clasp, silk ends, full size . . -75/
ROC 5/00. Bound best smooth Russia, plain cover, expanding

clasp, silk ends, full size ., . . . 90/

Can be had Cabinets only or mixed Cabinets and CD. V.s inside.

Blank leaves for immounted Photos can be interspersed to order.

MARION & CO., 22 & 23 Soho Square, London, W.
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cc HIGHLAND LIFE" ALBUM.
Third Edition.

Dedicated by permission to Her Royal Higluiess the Duchess of Fife.

'

' Land of brown heath and shaggy wood,

Land of the mountain and the flood."

The Illustrations are a complete departure from the usual class

of Album Illustrations, and are of a very pleasing character, being

exact reproductions from clever original Oil Paintings of Highland

Life and Scener3^

LIST OF ILLUSTRATIONS.

Frontispiece.—" Old Homes and. New Tenants.

1.—" Chief of the Clan."

2.—"Alpine Climbers."

3.—"Hill Rangers."
4.—"A Trossach Nymph."
5.
—"An Upland Pasture."

6.— " Children of the Mist."

7.—"Heather Birds."

8.
—"Highland Rovers."

MARION & CO., 22 & 23 Soho Square, London, W.
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"HIGHLAND LIFE" ALBUM—Continued.

No.

RHAi. Seconds morocco, blocked cover

RHA2. Checkered Persian, nickel corners

RHA3. Best morocco, plain

RHA4. Best long-grain calf, plain

RHA5. Best smooth Russia, plain

RHA6. Best smooth Russia, lined silk

RHA7. Best grain calf, enamelled thistle

RHAi 277/1. Crushed morocco .

Price.

21/

24/9

30/

37/6

45/

60/

45/

37/6

ALBUM OF BRITISH SPORT.

Just published.

Illustrations from Clever Monochrome Sketches, by H. BRIGHT.

MARION & CO., 22 & 23 Soho Square, London, W.
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ALBUM OF BRITISH SFORT—Continued.

No. Price.

RSi. Bound seconds morocco, plain or blocked cover . . 21/

RS2. „ morocco grain Persian, plain cover, good . • 24/9

RS3. ,, best morocco, plain cover • 30/

RS4. „ ,, „ crushed and polished • 37/6

RS5. „ ,, gros-grain seal .... 45/

RS6. „ „ tree calf ..... • 37/6

THE "K.C." OR *' POET'S" ALBUM.

New Edition. Highly Successful.

RKCo/i. Seconds morocco, relief pattern

RKCi/i. Checkered Persian

RKC2/1. Best plain morocco

RKC3/1. Checkered Russia

Price.

15/9

21/

27/

31/6

MARION & CO., 22 & 23 Soho Square, London, W.
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SYLVAN ALBUM,
(New Edition.)

Illuminations of flowers and butterflies in the best style of chronio-

lithography from artistically executed drawings.

The distinctive features of this book are : the illuminated pages

have openings for the now popular midgets (C.D.V. and Promenade)
sizes, in addition to the ordinary Cabinet openings.

No.

RSAoo/. Bound, blocked mouton, expanding clasp

RSAo/i. Bound mouton, new edition .

RSAi. Seconds morocco, plain cover

Checkered Persian

Best morocco ....
Long grain calf, enamelled design

Best smooth Russia, plain .

Real antelope, with silk ends

RSA2.
RSA3.
RSA4.
RSA5.
RSA6.

Each.

I 1/3

15/9

21/

24/9

30/

41/3

45/

67/6

MARION & CO., 22 & 23 Soho Square, London, W.
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ALBUMS WITH PLAIN INTERIORS.

Newest Patterns.

No. Victoria. Ex. Vic. 4to.

R1580. Bound mouton, plain cover, gray inside . 6' 6/6 8/

R1581. Bound mouton, B. & N. blind line, gray

inside 6/6/6 8/

R1579. Bound mouton, blocked cover, gray inside 6/ 6/6 8/

R1541. Bound seconds morocco, plain cover, gold

line on edge . . . . -2/ 9/9 n/S
R1553. Bound checkered Persian, two nickel

corners, plain cream inside

.

. . — 1 2/6 1 6/
R1457. Bound seconds morocco, plain cover, silk

lining ...... 10/6 12/6 16/

R1557. Bound plain morocco, gilt roll, gray inside — 15/ 19/6
R1560. Bound crushed morocco, green or lilac, in-

side to match . . . . . — 18/9 24/
R1556. Bound best morocco, plain cover, silk ends — 18/9 26/3
R1559. Bound best sealskin, rough grain, white

inside . . . . . . — 20/3 30/
R1558. Bound best polished crocodile, white inside — — 33/9
R1506. Bound best gros- grain morocco, extra

finish, best quality . . . . — — 45/
R1507. Bound best gros-grain morocco, extra

finish, best quahty, lined silk . . — — 5^/6

R1508. Bound best smooth Russia, extra finish,

best quality, lined silk . . . — — 63/

R1509. Bound best sealskin, extra finish, best

quality, lined silk . . . . — — 82/

All above caii be had Cabinets only or mixed insides ;

expanding clasps.

Shortfellow, 13 x 7.

No. Each.

R1605. Illustrated flowers, holding one cabinet and midget

on each page . . . . . .12/
R1582. Illustrated flowers, holding one cabinet and C.D.V.

on each page ....... 12/9

R1583. Imperial size (16 by 9), plain inside . . . 15/

MARION & CO., 22 & 23 Soho Square, London, W.
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ALBUMS WITH PLAIN \AMm9&-Conti«ued.

Regina Size.
No. Each.

R1257. Bound blocked roan, expanding clasp, floral illumina-

tions ........ 7/

R1406. Bound blocked roan, expanding clasp . . . 7/

R1578. ,, ,, ,, bird and flower, expanding clasp 7/

R1585. Bound best calf, new colour, ribbed design . .16/
Ri58oa. ,, blocked roan, plain inside, expanding clasp . 6/

Ri58ia. Bound blocked roan, plain inside .... 6/

Midget Albums.

R1591. Blocked mouton, gilt clasp, holding C.D.V. midget,

6 leaves, 1/2 ; 12 leaves ..... 2/

R1592. Blocked mouton, gilt clasp, promenade midget, 6

leaves, 1/2 ; 12 leaves .... .2/
R1593. Blocked mouton, gilt clasp, upright book, two open-

ings on a page 3/
R1594. Blocked mouton, gilt clasp, oblong book, two open-

ings on a page ...... 3/
R1542. Crushed morocco, one midget on a page . . 5/6

R1543. „ „ two „ „ upright. . 9/
R1544. „ „ two „ „ oblong . . 9/

NEW SERIES OF PLAIN ALBUMS.
Bound in Brown Calf, Ribbed design.

No. Each.

R1586. Midget album, C.D.V., 6 leaves, 2/; 12 leaves . 2/6

R1587. Midget album, promenade size, 6 leaves, il ; 12

leaves .....
R1588. Midget album, upright, two openings on a page.
Ri 585/4. Victoria size, gilt, expanding clasp

Ri 585/1. Full 4to „ „
Ri 585/7. Regina „ „
Ri 585/1 1. Imperial „ „ ,, „

Series R1585 can be had Cabinets only or mixed insides.

2/6

6/

12/

16/

12/

18/

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION & CO/S

NEW SERIES OF

^^SUPJN'^ PHOTO. ALBUMS
For Un=mounted Prints.

OF EXCEPTIONAL VALUE.

Lettered'' PHOTOGRAPHS" {see illustration).

Bound in Full Cloth, and Half Morocco—g-ilt finish.

With tivo different styles of interiors :

I St.—G^^ay overmountsfor Platino, Bro7nide, and Mechanical
prints ;

2nd.—Cream tonedfor Silver prints.

MARION & CO., 22 & 23 Soho Square, London, W.
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SLIP-IN k\:^^SW^—Continued.

No. Binding. No of leaves. Openings on page.

R934 Cloth 12

R935 ,, 12

R936 ,, 24
R937 ,, 24
R938 \ Morocco 12

R939 ,, 12

R 940 ,, 24
R941 ,, 24
R942 Cloth 12 2
R943 ,, 12 2

R944 ,, 24 2
R945 ,, 24 2

R 946 \ Morocco 12 2
R947 ,, 12 2

R948 J) 24 2

R949 ,, 24 2
R950 Cloth 12

R951 ,, 12

R952 ,, 24
R953 ,, 24
R954 ^ Morocco 12

R955 ,, 12

R956 ,, 24
R957 ,. 24
R958 Cloth 12 2

R959 ,, 12 2
R960 ,, 24 2
R961 ,, 24 2

Size. Description of print. Each.

Silver 1/

Platino, etc. 1/

Silver 1/6

Platino, etc. 1/6

Silver 2/6
Platino, etc. 2/6
Silver 3/
Platino, etc. 3
Silver 2/3
Platino, etc. 2/3
Silver 3/
Platino, etc. 3/
Silver 3/9
Platino, etc. 3/9
Silver 4/6
Platino, etc. 4/6
Silver 3/6
Platino, etc. 3/6
Silver 4/6
Platino, etc. 4/6
Silver 5/2
Platino, etc. 5/2
Silver 6/3
Platino, etc. 6/3
Silver 4/6
Platino, etc. 4/6
Silver 6/3
Platino, etc. 6/3

MARION & CO., 22 & 23 Soho Square, London, W.
5
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SLIP-IN ALBUMS—Confmued.

R962
R963
R964
R965
R966
R967
R968
R969
R 970
R97I
R972
R973

R978
R979
R980
R98r
R986
R987
R988
R989
R99S
R997
R999
R looi

R 1003
R 1005

Binding. No. of leaves. Openings on page. Size. Description of print. Each.

Morocco 12

12

24
24
12

,, 12

24
24

i Morocco 12

4pi.

Cloth

2 i :

2 1
.

2 I

;

- I 1 :

I i .

I 1 :

I I ,

12 I ^ ,

24 I 1 ,

24 I' T ;

FOR' KODAK PRINTS.

Silver

Platino,

Silver

Platino,

Silver

Platino,

Silver

Platino,

Silver

Platino,

Silver

Platino,

etc.

etc,

6/9
etc. 6/9

9/

9/

4/6

4/6

6/3
etc. 6/3

6/9
etc. 6/9

9/
etc. 9/

Cloth 12

12

24
24
12

12

24
24
24
24
24
12

24
24

I 34x3s Silver 1/6

I 3l >< 35 Platino, etc. 1/6
I 3|x3s Silver 2/

1 3i >< 34 Platino, etc. 2/

2 3|X35 Silver 3/
2 3i X 35 Platino, etc. 3/
2 35x35 Silver 3/9
2 3I X 3^ Platino, etc. 3/9
1 Circular 3^ diam. Platino, etc. 2/
2 „ 3i » Platino, etc. 3/9

4 ,, 3g ,, Platino, etc. 7/6

4 Pocket Kodak if§ X i^^ Platino, etc. 2/

4 ,, i^fx i^Sg. "Platino, etc. 2/6
2 Circular 2^ diam. Platino, etc. 2/

Bound, Padded,
/I

For Photos 6i x 4I
r2/9

SERIES R929.

Chequered, Persian.

/2 /3
81 X 61 10 X 8

15/ 19/6

SERIES R930.

Gray Overmounts.

/4 /5
12 X 10 15 X 12

24/9 33/9 each.

Half Morocco, best quality. Gray Overmounts.
/I /2 /3 /4 /5

For Photos 6J X 4f 8^x64 10x8 12x10 15x12
"9/9 '11/3"' 12/9 15/9 21/ each.

Lettered Photographs ; for holding 36 unmounted Prints. Gray Overmounts.

No. For J Plate. 1 Plate. Whole Plate.

RCO13. Full Cloth • 1/ 1/6 2/6 each.

R CO 14. Half Roan • 1/3 I/II 3/ „
RCO15. Full Roan

.

. i/ii 3/ 5/3 „
R CO16. best . • 3/6 3/9 5/6 „

MARION & CO., 22 & 23 Soho Square, London, W.
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MARION'S

NEW PATENT INTERCHANGEABLE LEAF

ALBUM.

Simple and Compact. Containing 24 interchangeable leaves.

This class of Album has hitherto been made with screw bolts passing right

through the cover and leaves, or by lacing cords through the perforations.

Our method is to have perforated hinged slips on each leaf, and one leaf

securely fixed on the inside of cover at each end, and perforated to correspond

with the perforations in the hinged slips of leaves. These are then connected
' by two or more metal pins, tapped at each end with screw threads and fitted

with neat milled headed screws ; the heads of which fall into depressions on

the inside of covers. Thus when the book is closed, no part of the connecting

pins and screws can be seen. One special advantage of the pins being made
with screws at each end is that the leaves may be removed or readjusted from

either end at will.

No. Description.

RCO27. Bound Cloth

RCO28.
RCO29. n jj

RCO30. ,, Half Roan
RCO31. ,, ,,

RCO32. )5 )>

RCO33. ,, Half Morocco
RCO34. )) ))

RCO35. 5> M

Size.

9x 7

12 X c,\

15X II

9x 7

12 X 9^
15X II

9x 7

12 X 9^
15x11

Price.

4/ each.

5/8

7/4

4/5

6/8

8/

5/4

8/

9/9

MARION & CO., 22 & 23 Soho Square, Londcn, W,
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PADDED SERIES (Excellent Value).

In this series of Scrap Albums the guarding is arranged so that

the book opens freely and lies flat on any page.

iQW^BSiWiMU'nii

No.

R93I.

R932.

R933-

10X7-J i2X8i 15X11 i7|Xi4f
Bound seconds morocco, plain 10/6 15/ 21/ 26/8
Bound best morocco, gilt line

on extreme edge . . 15/9 21/ 27/9 41/3
Bound best checkered Persian 12/ 15/9 23/3 33/

SCRAP ALBUMS WITH CARDBOARD LEAVES.

IMITATION HALF LEATHER.
Each.

^4

i/ia

No.

RAi. To hold 1 plate

RA2 i

RA3. ,, whole ,,

RA4. Size 1 1 X 9 in.

RA5. „ 12 X 9| in.

CLOTH BINDING.

12 Good Cardboard Leaves. Lettered "Photographs."
No.

RH16. To hold |- plate

RH17. „ ^ „
RH18. „ whole........
RH19. Size 1 1 X 9 in.

Each-

/8

3/6

MARION & CO., 22 & 23 Soho Square, London, W.
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HALF ROAN BINDING, GILT FINISH.

2 2 Cardboard Leaves. Very Special Series.

No. Size in Inches. Each. No. Size in Inches. Each.

RH22. 10x7 1/4 RH24. 15x11 2/8

RH23. 2x91 2/

CLOTH BINDING.

22 Stout Cardboard Leaves, Lettered in Gold " Photographs."

No. Size in Inches. Each. No. Size in Inches. Each.

RNS6. 11x9 ^/4 RNS8. 15x11 4/
RNS7. 12 X 9^ 2/8 RNS9. 17 X I2|- 5/

FRENCH MOROCCO.

Half Bound, Full Gilt Back, Cloth Stout Sides, Cartridge

(paper) Leaves. 60 Leaves.

No. Size in Inches. Each. No. Size in Inches. Each.

RMi. 10 X 7j 3/ RM5. 17 X I2i 8/6

RM2. 11x9 3/6 RM6. i7f X 14} 1 1/3
RM3. 12 X 9I 4/3 RM7. 21 X 15 13/4
RM4. 15x11 5/10

FRENCH MOROCCO.

Half Bound, Gilt Back, Stout Cardboard Leaves, Linen

Jointed. 30 Leaves.

No. Size in Inches. Each. No. Size in Inches. Each.

RM 8. 10 X 7^ 3/ RM12. 15 XII 7/4
RM 9. 11x9 3/9 RM13. 17 X \2\ 9/4
RMio. 12 X 9| 4/8 RM14. i7f X 14I 1 1/6
RMii. I2| X \o\ 6/ RAI15. 21 X 15 15/6

MARION & CO., 22 & 23 Soho Square, London, W.
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SCRAP K\J^\iW^—Continued.

HARD-GRAINED MOROCCO.

Half Bound, Full Gilt Back, Stout Cardboard Leaves, Gilt

Edges. 30 Leaves.

No. Size in Inches. Each. No. Size in Inches. Each.

RM16/O. 10 X 7i 6/ RM20/O. 15 XII 12/8

RM17/O. 11x9 7/8 RM21/O. 17 X 12I 17/
RM18/O. 12 X 9| 9/4 RM22/O. i7f X 14I 20/8
KM 1 9/0. \l\ X \o\ 1 1/6 RM23/O. 21 X 15 24/8

HARD-GRAINED MOROCCO.

Half Bound, Full Gilt Back and Finish, Stout Cardboard Leaves,

Linen Jointed, Gilt Edges. 40 Leaves.

No. Size in Inches. Each. No. Size in Inches. Each.

RM16. 10 X 7| Ill RM20. 15 XII 15/
RM17. 11x9 9/4 RM21. 17 X 12I 18/6

RM18. 12 X 9|- 1 1/3 RM22. i7f X I4f 25/
RM19. 12I X \o\ 12/ RM23. II X 15 29/4

BEST LEVANT MOROCCO.
Half Bound, Bevelled Boards,

Extra Gilt at Back, and Gold Lines

at Corners, Linen Joints, Gilt Edges.

40 Leaves.

Very Useful and Elegant Book.

No. Size in Inches. Each.

RM32. 10 X ^\ 10/3
RM33. 11x9 I 1/8

RM34. 12 X 9i 13/6
RM35. I2ix lol 14/3
RM36. 15 XII 18/8

RM37. 17 X I2|^ 24/
RM38. i7f X i4f 32/
RM39. 21 X 15 37/6

MARION & CO., 22 & 23 Soho Square, London, W.
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SCRAP ^^^m%—Continued.

FRENCH MOROCCO.

Half Bound, Gilt Back, Stout Cardboard Leaves, Linen Jointed,

Gilt Edges. 30 Leaves.

No. Size in Inches. Each. No. Size in Inches. Each.

RM 8G. 10 X 7| 3/8 RM12G. 15 XII 9/4
KM 9G. 11x9 4/8 RM13G. 17 X 12I II/3

RMioG. 12 X. 9I 6/ RM14G. i7f X 14I 14/

RMiiG. I2ix lol 7/ RM15G. 21 X 15 18/

FRENCH MOROCCO.

Full Bound, Bevelled Boards, Full Gilt Blocked Back and Sides,

Stout Cardboard Leaves, Linen Joints, Gilt Edges. 30

Leaves.

• No. Size in Inches. Each. No. Size in Inches. Each.

RM47. 10 X 7i 8/ RM51. 17 X 12I 16/

RM48. 11x9 10/ RM52. i7f X i4f 22/

RM49. 12 X 9i 10/8 RM53. 21 X 15 25/4
RM50. 15 XII 13/4

ANGLO-RUSSIA.

Full Bound, Gilt Roll, Stout Cardboard Leaves, Linen Jointed,

Gilt Edges. 30 Leaves.

No, Size in Inches. Each. No. Size in Inches. Each.

RM62. 10x7^ 9/4 RM66. 15 XII 20/

RM63. 11x9 12/ RM67. 17 X 12I 25/2

RM64. 12 X 9I 13/4 RM68. I7f X i4f 32/
RM65. I2ix loi 14/8 RM69. 21 X 15 42/8

MARION & CO., 22 & 23 Soho Square, London, W.
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SCRAP ALBJJMS—Conlmued.

BEST LEVANT MOROCCO.

Full Bound, Blocked Blind and Gilt, Stout Cardboard Leaves,

Linen Jointed, Gilt Edges. 40 Leaves.

No. Size in Indies. Each. No. Size in Inches. Each.

RM70. 10 X 7^ 15/2 RM74. IS XII 26/8
RM71. 11x9 16/ RM75. 17 X I2i 32/8
RM72. 12 X 9i 20/3 RM76. i7f X 14I 44/6
RM73. I2| X I0|- 22/3 RM77. 21 X IS 46/11

BEST RUSSIA.

Checkered, Full Bound, Extra Gilt Finish, Stout Cardboard Leaves,

Linen Jointed, Gilt Edges. 40 Leaves.

No. Size in Inches. Each. No. Size in Inches. Each.

RM78. 10 X 7| 21/4 RM82. IS XII 39/2
RM79. 11x9 24/ RM83. 17 X 12^ 53/4
RM80. 12 X 9| 29/4 RM84. i7f X i4f 62/8

RM81. I2| X I0| 30/8 RM8s. 21 X IS 91/4

WITH DOUBLE LINEN LEAVES, '' UNTEARABLE."

Suitable for showing specimens of mounted or unmounted Photo-

graphs, bound whole cloth, lettered " Photographs." Oblong or

upright. The leaves being entirely a mixture of linen and paper,

these books are exceedingly strong and durable.

No. Size. No. of Leaves. Each.

RUi. II X 81 30 8/

RU2. I2|

X

\o\ 30 10/6

R3. IS XII 30 12/9

R4. 17 X \2\ 30 15/9

MARION & CO., 22 & 23 Soho Square, London, W.
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EXHIBITION ALBUMS.
Most convenient for showing specimens of Photographs, and

also useful as Stock Books,—the silk-covered elastic bands allowing

several pictures to be placed in each space. 12 Leaves.

No.

REx.i.

REx.2.

REx.3.

REx.4.

REx.s.

REx.6.

Size.

II X 8f All Cabinets, 2 on a page

II X 8|- All Cartes, 6 on a page .

II X 8|^ Cabinets and Cartes mixed, 2

and 6 on a page .

All Cabinets, 4 on a page

All Cartes, 1 2 on a page .

Cabinets and Cartes mixed, 4

and 1 2 on a page

ly^x II

i7jx II

lyi^x II

Half
Roan.

Half
Morocco

18/8 20/8

22/8 30/

21/4 25/4

33/ 36/

37/4 43/4

35/4 40/8

MARION & CO., 22 & 23 Soho Square, London, W.
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PORTFOLIOS (SELF-SUPPORTINC).

These Folios are fitted with all recent improvements, including

Telescopic Supports, so that they may be partially or wholly opened,

and made to stand at any angle. Admirably suited for the Library

or Drawing-Room.

Polished oak, walnut, rosewood,

mahogany, or ebonised stands,

half morocco, leather jointed

flaps, expanding backs .

Do., ebonised and gold stands .

Do. ,whole-bound Levant morocco

Do., ebonised and gold stands .

Latest design, elegantly finished

in carved oak (as illustration) .

Size in Inche

32X22 36X24 40X25 45X32 54X34

74/8 100/ 120/ 133/4 173/4

93/4 120/ 133/4 160/ 200/

1
1 3/4 133/4 160/ 186/8 226/8

133/4 160/^ 173/4 213/4 253/4

93/4 96/8 153/4

MARION & CO., 22 & 23 Soho Square, London, W.
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INDIARUBBER BANDS.
Best black in boxes, 1 lb., 4/ ;

1 lb., 7/6 ; i lb., 13/ per box.

BOXES FOR PHOTOGRAPHS.
No.

""^^ RZiii. PuU-ofif shape. Tree Calf,

^\ .

' -^ size 7x5x2 in., lettered

1,' f
.ijlllwH Hfflj^j

R42

" Photographs "
.

3. Leatherette, cabinet size,

6-| X 5^ X 2 in.

French morocco, cabinet

9/

1/

R8.

RZi

size, 6f X 5|^ X 2 in.

4. Seal grain, cabinet size.

2/3

RB7
6| X 5|- X 2 in.

0. French morocco, cabinet

2/8

>R..
size, 6| X 5-| X 2 in.

French morocco, carte-de-

3/9

"^^^ ^ visite size, thin, richly

gold tooled . 3/

R2. French morocco, carte-de-visite size, thick, richly

R3-

gold

French

tooled

morocco. cabinet size, thin, richly gold

3/9

R4.

tooled

French morocco. cabinet size, thick, richly gold

5/3

tooled 6/

R4m. Morocco, cabinet size, thick, richly gold tooled . 9/

R4r. Russia, cabinet size, thick, richly gold tooled 11/3

R1571 . Seconds morocco box shape, size 7:J^ x 5 x 2 in.,

strap
,
gilt lock (see illustration) . 5/3

R1572 . Seconds morocco. box shape, size 10 x 7^ x 2 in..

strap
,
gilt lock (see illustration) . 7/6

each.

MARION & CO., 22 & 23 Soho Square, London, W.
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SPECIAL ALBUMS
OR

SCRAP BOOKS FOR PRESENTATION

HADK TO ORDER.

ttLUlNATED ADDRESSES, TITLES, PAGES, etc.,

BY SKILLED ARTISTS. .

ESTIMATES FURNISHED.

PHOTOGRAPHS, etc.,

PUT IN ORDER, CLEANED, MOUNTED,

REMOUNTED, TITLED, AND BOUND INTO

CONVENIENT VOLUMES.

If Collectors will send their Photographs to us, numbered on the

back in the order they wish them arranged, we can Mount, Roll, Title,

and Bind them in any desired style.

MARION & CO., 22 Sc 23 Soho Square, London, W.
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